Google 



This is a digital copy of a book that was preserved for generations on Hbrary shelves before it was carefully scanned by Google as part of a project 

to make the world's books discoverable online. 

It has survived long enough for the copyright to expire and the book to enter the public domain. A public domain book is one that was never subject 

to copyright or whose legal copyright term has expired. Whether a book is in the public domain may vary country to country. Public domain books 

are our gateways to the past, representing a wealth of history, culture and knowledge that's often difficult to discover. 

Marks, notations and other maiginalia present in the original volume will appear in this file - a reminder of this book's long journey from the 

publisher to a library and finally to you. 

Usage guidelines 

Google is proud to partner with libraries to digitize public domain materials and make them widely accessible. Public domain books belong to the 
public and we are merely their custodians. Nevertheless, this work is expensive, so in order to keep providing this resource, we liave taken steps to 
prevent abuse by commercial parties, including placing technical restrictions on automated querying. 
We also ask that you: 

+ Make non-commercial use of the files We designed Google Book Search for use by individuals, and we request that you use these files for 
personal, non-commercial purposes. 

+ Refrain fivm automated querying Do not send automated queries of any sort to Google's system: If you are conducting research on machine 
translation, optical character recognition or other areas where access to a large amount of text is helpful, please contact us. We encourage the 
use of public domain materials for these purposes and may be able to help. 

+ Maintain attributionTht GoogXt "watermark" you see on each file is essential for informing people about this project and helping them find 
additional materials through Google Book Search. Please do not remove it. 

+ Keep it legal Whatever your use, remember that you are responsible for ensuring that what you are doing is legal. Do not assume that just 
because we believe a book is in the public domain for users in the United States, that the work is also in the public domain for users in other 
countries. Whether a book is still in copyright varies from country to country, and we can't offer guidance on whether any specific use of 
any specific book is allowed. Please do not assume that a book's appearance in Google Book Search means it can be used in any manner 
anywhere in the world. Copyright infringement liabili^ can be quite severe. 

About Google Book Search 

Google's mission is to organize the world's information and to make it universally accessible and useful. Google Book Search helps readers 
discover the world's books while helping authors and publishers reach new audiences. You can search through the full text of this book on the web 

at |http : //books . google . com/| 



I 




> 



t* 



^M^^-iMt^. 






THE LLl'E 



OF 



;:i:olWE FREDKRICK DAN] -1 



W. s. l;«»rK\ 1- ■,. 






't \ ; 



1 L. I. S * 



WnU AN LNTU'4)r<;«»".Y -• '' * ■' :' 



i\t*:.\f{,K UK' A r:. r>.^ 



.1 AOi I Li*. A :> A is D CO. 



I 







rn 



THE Lii:: 



'f 



■ i.iilHil': ntEDKftlrl- 



1 



J. 



w. >. i;« <(K- i' 



it: III-' ^-jty t •!i- .1-" ici -Lf ' >> v: 



I ■ ■ 1 



Willi AN LNTtt"I»rCH' . r' N''-':'^:. 



<;i\/Hi.*:. <iK«'Vi;, i^.c.;.. 



A ?i IL i.A Is A:> b 



CP. 



r.Mu. 



f/ 






THE LIFE 



or 



GEORGE FREDERICK HANDEL 



BY 



W. S. |OCKSTRO, 

lunioB ov 'a hibtobt ov mvbxo fOB Toinia mmisTi,' ' PBAonoAii habmovt, 

' TKB BVLBB OB COUVTBBBOnrT,' BTC. BTO. 



WITH AN INTBODUOTOBY NOTIOB BY 

GEORGE GBOVB, D.C.L, 



1 1 • 
• • • 






LONDON : 



^ AK AND CO. 



1883. 



Hi Riot 



• I 



455230 



A 



L JytJL.i\AfAA\ 



f(. 



*v"if''w V\'..i I U-<. 



« • • • • • • 






ft 9 



^ • 



) 



X 



I 



NOTICE. 



Considering the position which Handel holds in 
England, and the manner in which certain of his 
compositions have penetrated the existence of a 
large portion of the English people, it is remark- 
able that so long an interval shoald have elapsed 
without a satisfactory memoir of him being 
attempted in English. It is probably accurate to 
say that his name is as widely known in this 
country as Shakespeare's; at any rate it may be 
taken as certain that no play of that great poet's 
has been performed as often as the Messiah has. 
And yet until recently Mainwaring's Memoir was 
the only attempt at a biography of this popular 
and influential writer; and that book — an octavo 
of two hundred pages — is not only an inadequate 
compilation, but has proved its inadequacy by 
never having demanded a repriut, and by becoming 
so rare that many persons well informed on such 
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Ti NOTICE. 

subjects have never even seen it. The other books 
dealing with Handel's life^ by Mattheson, BorDey, 
Goxe^ Hawkins,^ &c.j are mere collections of anec- 
dotes and desultory memoranda, equally inacces- 
sible and unknown to the general reader with 
Mainwaring's work. Still they are the work of 
HandeFs contemporaries, and therefore show that 
the absence of an adequate Biography is not due, 
as it is in Shakespeare's case, to the want of sound 
materials. 

Within the last few years two attempts have 
been made to fill the blank, but neither of them 
with success. Dr. Chrysander's 'G. F. Handel/ 
thougb a model for pains and enthusiasm, is not 
only in German, and old German type, but shares 
with many other German biographies the detect 
of excessive length, and of stating every fact 
regarding its subject in equal proportions, mixing 
up the sources of information and the conclusions of 
the writer in one dense and difficult mass, without 
divisions into paragraphs, head-lines, marginal 
notes, or any other aid to a decipherment of the 
impenetrable page. Moreover — probably owing 
to Dr. Chrysander's absorption in the magnificent 
edition of Handel's works to which he has devoted 

' See page 377, &c. 
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his money^ his knowledge, and his time daring a 
qoarter of a centary-^his Biography has^ since 
1867j remained a fragment of two volames and a 
half, reaching down only to the year 1740^ and 
hardly likely now ever to be completed. 

The carious book of M. Schoelcher ('The 
Life of Handel/ 1857), thongh in English, and 
satisfactory as to size, is deformed by such rampant 
partiality, by such a want of method and technical 
knowledge, and by so unfortunate a style, as to be 
equally inadequate for its purpose with Chrysander's 
work, though on different grounds. 

Mr. Bockstro's Biography has at least the 
advantage of avoiding some of the errors of its 
predecessors. Whatever else the book is, it is 
readable and well-proportioned. We are carried 
along through HandeFs life^ with his commanding 
figure always well in front; while the back and 
sides of the picture are filled with landscapes^ 
buildings, persons, all characteristically drawn, and 
all helping on the course of the story. On this 
point nothing farther need be said. But the book 
is much more than this. It is the work of one 
who is not only a practised writer, but an able 
technical musician. Its readableness and pic- 
turesqueness are based on ample materials, skilfully 
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and cautiously used, often for the first time. A 
prominent instance of this is the admirable way 
in which the original manuscripts of Handel's 
music in the Queen's Library at Buckingham 
Palace, the British Museum, the Fitzwilham 
Library at Cambridge, and other places — a strong 
contrast, if the parallel may be again permitted, 
to the total want in Shakespeare's case — ^have 
been utilised. Mr. Bockstro has himself pointed 
out the vast importance of such autographs in the 
case of a man whose letters are as few as Handel's 
are. Among the rich material yielded by these 
precious documents, not the least valuable are the 
minute memoranda of date, which Handel in the 
latter part of his life was so careful to make 
throughout his scores. Li Mr. Bockstro's Bio- 
graphy we have, for the first time, a complete 
reproduction of these interesting and important 
statements (pages 167, 213, &c. &c.), which may 
all be traced by means of the very copious Index. 
We have here also for the first time a complete 
Catalogue^ of the whole of the Composer's works, 
in every department; in itself a truly prodigious 
picture of a long life spent in untiring industry. 
All that can be done to connect the works them- 

1 See pages 432-439. 
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selves with the actiye^ f rivoloas^ intrigaing society, 
in the midst of which they were created, and to 
bring ont the gigantic personality, and the indo- 
mitable and versatile character, of the great artist- 
manager who produced them so rapidly, and under 
such unfavourable conditions, is given with all pos* 
sible vivacity and force. The book will, I think, 
be found to solve satisfactorily the difficult problem 
of writing the life of an artist so that it shall be 
welcome and interesting at once to the scientific 
and the general reader. 

One subject alone seems to demand more notice 
than it has here received; I allude to the singular 
question of HandeFs borrowings and adaptations 
from his own works and those of other composers. 
On this Mr. Hockstro has touched more than once 
(pages 221, 275, &c.). But since to do it justice 
would require very full investigation and long 
quotations, quite out of place in a popular ' Life * 
like the present, he is no doubt wise to have 
refrained from going farther into it here. It is, 
however, a subject which continually calls more and 
more earnestly for examination, and I trust that 
either Mr. Bockstro, or some equally competent 
writer, will before long treat the whole matter 
from its foundation, with the care and knowledge, 
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and freedom from partialitTy that so very difficult 
a question emphatically demands. 

With these few remarks I leave Mr. Bockstro's 
excellent Biography to the appreciation of its 
readers. 

GEORGE GKOVK 



LowEK Sydenham, 

May 25, 1883. 
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The purpose of the following Memoir will be found 
so fully explained in the course of the work itself^ 
that it only remains for the Author to express his 
obligation to the kind friends who have assisted 
him in its preparation. 

And firsts in fulfilment of this pleasant duty^ 
he begs to offer his best thanks to Mr. W. G. 
Cosins, for the courtesy with which, by Her 
Majesty's gracious permission, he afforded him 
every possible facility for subjecting the magnificent 
collection of Autographs in the Boyal Library to 
a minute and exhaustive examination, of inde- 
scribable value for critical purposes. 

To the kindness of the Bev. Sir Frederick 
Ouseley he is indebted for permission to describe 
the famous 'Dublin MS.' of the Messiah; and for 
valuable information, and assistance of various 
kinds, he begs to offer his sincere acknowledg- 
ments to the Lady Llanover, the Earl of Aylesford, 
Mr. Otto Goldschmidt, Dr. John Hullah, Mr. W. H. 
Husk, Mr. W. Barclay Squire, Mr. H. Barrett 
Lennard, Mr. W. H. Longhurst, Dr. F. Hoggan, 
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THE LIFE OF HANDEL. 



CHAPTER L 

THB HANDEL FAMILT. 

On the banks of the Biver Saale, in Lower Saxony, 
some fifty mOes from Magdeburg, and somewhat less 
than half that distance to the north of Leipzig, and north- 
west of Weissenfels^ stands the once picturesque but now 
comparatively uninteresting town of Halle. 

Two centuries ago, this favoured seat of modem learn- 
ing presented a very different appearance from that which 
now prompts the jaded tourist to pass it by unnoticed. 
Originally held in feofif by the Electors of Saxony, as an 
appanage of the Bishopric of Magdeburg, it was ceded, 
after the close of the Thirty Years' War, to the 
Electorate of Brandenburg. The actual transfer of the 
executive power did not, however, take place until after 
the death of the Herzog Augustus of Saxony, who 
ruled it for many years, under the modest titie of 
Administrator, fixing his residence at the Moritzburg, and 
surrounding himself with a Court, less splendid in its 
appointments than those of Dresden or Vienna, yet far 
more interesting for the glimpses it afforded into the 

B 



2 THE HANDEL FAMILY. [chap. i. 

domestic life of one of the noblest honses in Gennanj. 
Under this form of goyemment, the town continued 
to prosper^ and its inhabitants to dwell together in 
laudable contentment, until the year 1680, when the 
death of the Administrator wrought a notable change 
in its prospects. In 1681, the supreme power was 
formally claimed by the Elector of Brandenburg; who, 
after duly receiving the homage of his new subjects, 
left their beloved Yaterstadt to subside into the dulness 
naturally to be expected in a princely residence suddenly 
abandoned to the unbroken routine of sober burgher life. 
Henceforth, the courtly phase of its existence lived only 
in the memory of the past. Its famous University had 
not yet sprung into existence. The presence of no grave 
body of professors vouched either for its classical dignity 
or for the respectability of its mundane status. No troops 
of cloth-capped students paraded its suburbs by day, or 
made night hideous over their Lager Bier while grave 
professors slept Yet, even then, it was not without its 
' objects of interest.' Its brave old Moritzbuig, no longer 
tenanted by reigning Princes, but consecrated still by ft 
thonsand Ia.S^ i^^^^ of stirring tunes not 'yet 
wholly forgotten, and golden memories of men and deeds 
to be forgotten never. Its dim Liebfrauenkirche, sur- 
passing in wealth of ornament, and fitness of proportion, 
the stately charms of many a proud Cathedral Its giant 
Boland, and mysterious Bothe Thurm, suggestive of secrets 
unknown to living antiquary. Its dark weU-trodden 
streets. Its quaint old mediaeval Eathhaus, scarcely less 
picturesque than that of Leipzig. Its busy Marktplatz, 
hemmed in by an aerial rampart of tall, steep, red-tiled 
roofis, each pierced with tiers of countless dormer-windows, 
like portholes in the sides of a bold three-decker, and 



1609-1685.] HALLE. 8 

dominated by an inteiminable phalanx of dnsky chimney- 
stacksy which, hospitable as those of Basle and Stiassbui^ at 
the present day, crowned the habitations of the indus- 
trions bourgeoisie with 'a dwelling for the stork.' All 
these remained, after the last feeble ray of princely sun- 
shine had glided from Halle to Berlin ; and to these must 
now be added a later attraction, which speaks, not to the 
heart of Germany alone, but to that of the whole civilised 
world ; for it was in this old town that the Composer of 
* Messiah' was bom. 

Two hundred years ago, the neighbourhood of HaUe 
was celebrated, as now, for a chain of salt springs, rich 
enough to represent the wealth of an entire province. 
Endowed with these natural treasures, the working of 
which involved a vast amount of capital and labour, the 
town could not but have been a prosperous one, in its 
commercial relations, from very early times. At any rate 
it was prosperous enough^ during the opening years of the 
seventeenth century, to attract the serious attention of a 
certain worthy burgher of Breslau, Valentin HandeP by 
name, who, forsaking his birthplace, in the year 1609, 
settled in Halle as a master coppersmith, and, having 
secured the necessary ^freedom of the town,'^ spent 
the remainder of his days within its walls, in the enjoy- 

1 The fiunily name is known to have been spelled in a variety of 
"ways, which do hononr to the nnoertain orthography of the Beven- 
teenth oentniy. The following forms were oommon : HUndel, 
Haendel, Hendel, Hendall, Hendell, Handel, HandeH, Hondel, 
Handle, H&ndeler, Hendeler, H&ndtler, Hendtler, H&ndleri Han- 
delin. In the following pages we have adhered to the three 
forms used by Handel himself — Hftndel, Hendel, and Handel, 
— confining the employment of eaoh to the period at which bo 
himself adopted it. 

' Das BwrgerrechL 
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4 KEISTER GOSGE. [chap. i. 

ment of a comfortable competency^ earned by honest labour 
and characteristic German thrift. 

Before taking this decisive step, the worthy Breslauer 
had prudently endeavoured to strengthen his domestic 
relations by one still more important — a matrimonial 
connection with Anna, daughter of Samuel Beichling, a 
brother coppersmith of Eisleben. The mairiage took 
place in 1608, and, in process of time, was blessed with 
five sons and a daughter. Two of the former — ^Valentin 
the youngeri and Ghristoph — followed the family 
calling. Samuel and Gottfried died young. The fifth 
son, Georg, was ambitious. Bom in September, 1622^ 
and deprived of his father's protecting care before he 
had completed lus fourteenth year, he soon found 
himself quite capable of making his own way in the 
world. With laudable determination to succeed, he began 
life by studying the rude surgery of the period, under the 
auspices of Ghristoph Gettinger, the town barber. This 
functionary died on the 15th of April, 1639 ; leaving 
behind him a thrifty widow, Frau Anna Gettinger, who 
afterwards carried on her late husband's business by proxy. 
Gn the 20th of February, 1643, Georg Handel married 
the prosperous relict ; and, by this masterstroke of policy^ 
became entitled both to the freedom of the town and the 
style of ' Meister Gorge,' some months before he attained 
the ripe age of twenty-one. 

Though twelve years older than her second husband, 
Frau Anna Handel ^ gave birth in due time to six 
children, of whom two only — Dorothea Elisabeth, and 
Karl — ^lived to perpetuate the race. Meanwhile, Meister 
Gorge worked diligently at his profession, and with 

1 TliiB lady's identity must be carefully difltingaished from that 
of her mother-in-law, of the same name. 
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such success^ that, in 1652, he was appointed town 
surgeon^ of Giebiehensteiny a subtirb of some importance, 
now almost continuous with the town of Halle. This was 
much for a young man of thirty^ and doubtless formed a 
stepping-stone to better things ; for, not yery long after- 
wards, he received the additional appointments of Surgeon 
in Ordinary, and Yalet-de-chambre,^ to Prince Augustus 
of Saxony. The exact date of this last preferment has 
not yet been ascertained; but it is certain that Georg 
Handel enjoyed it for some considerable time before the 
Prince's death, and that he afterwards held the same 
confidential position in the household of the Elector of 
Brandenburg. 

Frau Anna Handel died on the 9th of October, 1682, 
at the yenerable age of seventy- two; and, on the 23rd of 
April, 1683, Meister Gorge contracted a second marriage, 
with Dorothea, daughter of Pastor Geoig Taust, of 
Giebichenstein, a lady then just thirty-two years of age, and 
equally respected for the gentleness of her demeanour, her 
loving submission to parental and conjugal authority, her 
earnest piety, and her reverence for and intimate acquaint- 
ance with the text and teaching of the Holy Scriptures; 
qualities which were all faithfully reproduced in the 
character of her children. 

The first fruit of this second marriage was a son, who, 
bom in 1684, died within an hour after his entrance into 
the world. The second — ^the subject of the present 
memoir — first saw the light in the February of the fol- 
lowing year. Two daughters completed the family: 
Dorothea Sophia, bom on the 6th of October, 1687, 
and afterwards married to Michael Dietrich Michaelsen, 

' Amis ChiruTgua. 

* Leib Ckirurgus and Qeheimer Kammerdiener, 



THB HOUSB OF HAKDEL. [cuap.i. 

Doctor of Jmispradenoe ; and Johannft Cliristiaiia, irho 
was bom June lOth, 1690, and died, munamed, in 1709. 
In Meister Goige's second family, our inteiesfc in the 
genealogical tree of the House of Handdl leachee its cul- 
minating point. Except for the purpose of identifying 
certain legatees, to be hereafter mentioned, we need pursue 
its ramifications no farther ; nor need we encumber our 
pages with a network of bi(^;raphical details, concendng 
even the founders of the race. For, in tracing out 
the history of these worthy buighers, whose only claim 
upon our notice lies in their inYincible respectability, 
we find no mention, anywhere, of a predilection for 
that delightful Art among the votaries of which the name 
of Handel has so long been 'familiar as a household 
word.' The Bach family transmitted its precious heritage 
of talent, from father to son, through six generations, 
at least, of earnest students. The name of Domenico 
Scarlatti is scarcely less illustrious than that of his 
father, Alessandra Mozart and Beethoyen learned the 
language of Music in their cradlea But the House of 
Handel was not an artistic one. Seady enough to 
direct its energies to the attainment of an honourable 
position in the world, it was utterly dead to all loftier 
aspirations. The clever surgeon himself seems to have 
practised medidne with no higher aim than the accumu- 
lation of the most profitable Court appointments he 
could compass. To his son alone was it given to glorify 
the family history with the fire of heaven-born genius. 
And the lustre thus imparted to its annals died out with 
its first possessor, who neither inherited it from a past 
generation, nor bequeathed it to a future onc^^ 

^ See tbe genealogical tree of the H&ndel family. 



CHAPTER IL 

osoBO pbiedbioh's ohildhood. 

It is difficulty after the lapse of nearly two bandred 
yeaxs, to identify the site of Meister Gorge's residence 
in Halle with absolute certainty. There ia, howeyer, 
strong evidence in favour of the general belief that he 
occupied the house known as ' Grosser Schlamm Nro. 4/ 
now the property of Herr F. W. Biiprecht, and the 
object of many a pious pilgrimage. Notwithstanding 
its unattractive name/ this dwelling was, in reality, 
a very pleasant one^ situated in a busy part of the 
town, within a few minutes' walk of the Market-place, 
in one direction, and of the Moritzburg, in the other 
— a position which the Surgeon in Ordinary must have 
found exceedingly convenient, and which certainly does 
not tend to weaken the authority of the tradition which 
points to the premises as having once been his property. 

It was here, then, in all probability, that the second 
and only surviving son of Georg and Dorothea Handel 
drew his first breath on the 23rd of February, 1685.^ 
It was from this house that he was taken, on the following 

^ AmSchlammemoBaiB^UtenXiy, 'on the mad.' 
* Bee Appendix A. 



8 GE0B6 FBIEDBIGH'S CHILDHOOD, [chap. ii. 

day, to be baptized, in the Liebfrauenkircbe, by the name 
of Georg Friedrich; hifl Sponsors, on that solemn occasion, 
being Heix Philipp Fehrsdorff, Court Administrator^ at 
Langendorff ; Herr Zacharias Kleinhempel, town barber of 
Halle, residing in the Naumarckt; and Jungfer Anna Taust, 
his mother's sister. And, in this same house, within hearing 
of the great Church Bell, he spent his happy childhood — 
the darling of his father's old age, and the fondest hope of 
a mother, to whose tender solicitude he owed the training, 
which, through all the trials and vicissitudes of a long 
and more than ordinarily eventful life, kept him honest, 
and just, and true, and secured him the respect of Princes, 
and the affection of all who were not blinded by jealousy 
to the splendour of Ms genius and the depth of his moral 
worth. 

Greorg Friedrich was a bom Musician; and scarcely 
waited for his emancipation from the nursery to begin 
the practice of his Art. His earliest delight was a mimic 
Orchestra of toy Drums and Trumpets, Horns, and Flutes, 
and Jews'-harps. For a time, the kind old surgeon bore 
patiently with this childish fancy; but, finding that 
it was rapidly developing itself into a passion, he 
grew more anxious with regard to its probable effect 
upon the future of the young enthusiast, whom he had 
determined to educate for the legal profession, and 
sternly forbade the practice of any kind of Music what- 
ever. He 'would have no more of such jingling,' he 
said : ' henceforth, all houses in which Music was 
practised must be avoided.' This was a sore trouble to 
the child. In all other matters he was docile and 
obedient; but^ without his beloved Music he could not 
live, and against this cruel prohibition he rebelled. By 

* Hochfl. Sachs. Verwalter. 
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means of some friendly help, the nature of which has 
not transpired, he managed to obtain possession of an 
old Clavichord.^ This he smuggled into an unoccupied 
garret, constructed in the roof of the house ; and here, 
•beneath the storks' nests, he practised, at night, while 
the rest of the family slept. And he was able to hear 
good Music, too, sometimes. On certain evenings in the 
week, it was (and still is) the custom to sing or play a 
Choral on the tower of the Liebfrauenkirche. To this 
performance the little virttweo listened with rapture ; no 
doubt endeavouring to reproduce the sweet strains of 
iinn xxthtxt Mt SEaiitr, SEii Cott Itt ^crr nicht bti 
titt0 hiit, ^srttr muftt im ^immtlteich, and other pious 
Hymns, on his darling Clavichord; and, as subsequent 
events sufficiently proved, making extraordinary progress 
both in executive power and artistic expression, though 
unable to obtain any instruction whatever, save that 
afforded by his own true natural instinct. It was a happy 
time; and the stolen practisings did good service as a 
preparation for greater things. 

Of all this the unsuspecting father remained profoundly 
ignorant, until his attention was drawn to the subject by 
an event as singular as it was unexpected. It happened, 

' The Clavicliord was a keyed instrument, the wires of 
which were bo muffled by a general damper of cloth that the 
tones they produced were scarcely audible. On this account, the 
instrument was much used in the cells of Monasteries, when 
studious Monks or Nuns wished to practise, without disturbing 
the Community. Small GlaTichords were sometimes made without 
legs, and placed, for vse, upon a table. Some were even small 
enough to be carried under the arm ; and it was, no doubt, an 
instrument of this description whioh Handel succeeded in con- 
veying to the garret. (See the article, Clavichord, in the 
IHctionaTy of Music and Musicians.) 



10 SiiOHBE-WEISSENFELS. [chap. ii. 

about this time,^ that he was summoned to the Couit of 
Sachse-Weissenfels, where his grandson, Georg GhriBtian 
Handel, held the appointment of valet-de-diambre in the 
household of the reigning Duke, a prince of hig^ intel- 
lectual culture, and a liberal patron of Art.^ The child, who 
had, no doubt, heard the music at Weissenfels deservedly 
praised, was most anxious to participate in the delights of 
80 tempting a journey ; and, finding that he could by no 
amount of persuasion obtain permission to accompany 
his father, conceived the bold idea of running after his 
carriage, which he followed successfully until it reached 
a convenient halting-place. Though extremely angry at 
this act of disobedience, Meister Gorge had not the heart 
to offer any farther resistance to the entreaties of his little 
one, whom he permitted, when the first outburst of his wrath 
was over, to occupy the much-coveted vacant seat in his 
coach. The tired little feet found rest at last ; but the 
kind-hearted surgeon's change of purpose proved fatal to 
the success of his long-meditated scheme. Greorg Friedrich 
was not bom to be a lawyer. 

On arrivingatthe Castle, the child made immediate friends 
with some members of the Duke's Kapelle, who admitted 
him to their rehearsals, and took him, on Sunday, into 
the Organ-loft, where, after the conclusion of the Service, 

^ Mainwaiing deBcribes this journey to Weissenfels as having 
tfiiken place when Georg Friedrich was seven years old. Ghry- 
Sander relegates it to a somewhat later period, but without any 
certain evidence to support his case. 

^ Georg Christian was the second son of Karl H&ndel (the 
fifth child of Meister GU)rge's first family) and Justine Margarethe, 
nie Frankenbeiger. He was bom on the 6th of July, 1676, and 
was, therefore, ten years older than his little half •nnole, Georg 
Friedrich. Schoeloher (misled, no doubt, by Kainwaring)» 
erroneously describes him as Meister GOrge's son. ChristisA 
Gottlieb H&ndel of Kopenhagen, was his youngest child. 
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the Oigasist lifted him npon the stool, and pennitted him 
to play upon the finest instrument he had as yet had the 
happiness of touching. The Duke listened attentively to 
the peifoimance; and, struck with its style, enquired the' 
name of the player* 'It is the little Handel, from Halle, 
my grandfathers youngest son/ said Georg Christian, to 
whom the question was addressed. Thereupon, the Duke 
summoned hoth father and son into his presence, filled 
the pockets of the latter with money, and discoursed so 
eloquently to the former upon the duty of encouraging the 
natural bias of his son's extraordinary genius, that the 
good Chirurgus yielded at last to the power of princely 
persuasion, and, without actually giving up his original 
intention of educating his child for the law, promised that 
he would, at leasts offer no farther opposition to the free 
exercise of his natural gifts. 

It would have been unfair to expect more than this y 
nor did the Duke desire more. And, in granting this 
much, the father ran but little risk with regard to the 
general education of his son, who worked as industriously 
at his books as he did at his Music, and made such rapid 
progress in every branch of learning, that we are fully 
justified in believing him to have possessed one of those 
master minds which never fail to distinguish themselves, 
whatever position in life their owners may be fated to 
occupy. Had he been, by nature, a Musician only^ he 
would never have filled the place he now holds in the 
history of Art 



CHAPTER IIL 

THE JOURNEY TO BERLIN. 

Meister Goroe proved himself as good as his word. On 
his return to Halle, he placed Georg Friedrich under the 
then Organist of the liebfrauenkirche,^ Friedrich Wilhelm 
Zachau — an enthusiastic young Musician, of more than 
average talent, who soon won the child's affection ; taught 
him to play upon the Organ, the Harpsichord, the Violin, 
the Hautboy, and almost every other instrument in common 
use in the Orchestras of the period ; instructed him in the 
arts of Counterpoint and Fugue ; and did the best he could 
for him in every way, to the best of his own ability.^ 

How time was found for the prosecution of a course of 
teclinical study so comprehensive as this, side by side with 

1 The ' Oberpfarrkirohe za Unser Lieben Fraaen zu HaUe' 
forms the oMef attraction of the Market-place, which it bonnds 
on the north side. The main body of the Church waa bnilt in 
1580-54; but the towers — two of them connected by a bridge 
— are of mnch earlier date. It is caUed, indiscriminately, the 
Liebfranenkirohe, the Marienkirohe^ the Hanptkirche, and the 
Kirche am Marktplatz. 

" Friedrich Wilhelm Zachau was bom, in Leipzig, on the 19t1i 
of November, 1663. He was elected Organist of the Liebfrauen- 
kirche at Halle, in 1684, and retained the appointment until hia 
death, which took place on the 14th of August, 1721. A con- 
siderable number of his compositions, chiefly Church Cantatas 
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the classical edacation indiBpensable to a student of juris- 
prudence, it is not very easy to understand; but we 
know that the child made equal progress in both. While 
the father was more than satisfied with his advancement 
in Latin, the rapidity with which he overcame the most 
fomidable difGiculties connected with the theory and 
practice of Music was almost incredible. His command 
over the Organ and Harpsichord astonished all who heard 
him ; and his zeal for composition was so untiring, that, 
by the time he was eight or nine years old, he was able 
to produce something new, either in the form of an 
exercise upon a Canto fermo^ a Sonata, a composition 
for the Organ, or a Church Cantata for voices and 
instruments, at the end of every week. 

A volume containing six Sonatas, composed at this early 
period, for two Hautboys and Bass, was discovered, years 
afterwards, in Germany, by Lord Polwarth,^ who brought 
it to England, and presented it, as a great curiosity, to the 
celebrated flute-player, Weidemann, from whom he was 
then taking lessons. Woidemann showed the MS. to its 
then famous author, who instantly recognised it as one of 
his own youthful essays in instrumental composition, 
and laughingly said: 'I used to write like a devil in 
those days, and chiefly for the Hautbois, which was 
my favourite instrument'^ Bumey afterwards saw 
this volume in the Boyal Collection; but we have 

aod pieces for the Organ, are preserved in the Berlin Library ; 
And fragmentary examples of some of them have been printed by 
Von Winterfeld and Cbrysander. They are written in true 
muflician-like style, bnt are nnbrightened by a trace of real 
genias. 

^ Afterwards Earl of Marchmont. 

* Bnmey, Commemoration of Handel, p. 3. 
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sought for it in vain among the MSS. at Baddngham 
Palace. 

Another leliqae, scarcely less valnable as an indication 
of the peculiar conrse of study prescribed by Zachan, 
passed, after the Composer's death, into the hands of his 
amanuensis, John Christopher Smith. This was a volume, 
dated 1698, signed 'O. F. H.,' and filled with transcripts 
of Airs, Fugues, Choruses, and other works, byFrohberger, 
Zachau, Krieger, Kerl, Heinrich Albert, Ebner, Adam 
Strunck, and other German writers of the seventeenth 
century, collected together as examples of their several 
styles. After Smith's death this volume became the 
property of Lady Bivers, in whose possession it is known 
to have remained as late as the year 1799;^ but all 
trace of it has since disappeared. 

Beyond these now vanished treasures, no written records 
of this most interesting period seem to have been even 
temporarily preserved. Yet the weekly productions cannot 
have been worthless ; for — as Zachau himself confessed — 
three years of study enabled the pupil to acquire all that 
the master could teach him. Assuming Mainwaring's 
chronology to be correct, with regard to the date of the 
journey to Weissenfels, this brings us to the year 1695 ; 
and there is strong reason for believing that it was about 
this time, or, quite certainly, very little later, that the 
Child-Musician, longing for a more extended field of 
observation than that which was open to him in Halle, 
persuaded his father to send him to Berlin.' 

The residence of the Elector of Brandenburg was, at this 
period, one of the most important Art-centres in Germany. 

^ Anecdotes of Handel, hy Bev. W. Coze, p. 6. 
^ Mainwaring places tMs event in 1698; bnt, as we shall 
ftfterwards show, his ohronology, in this case, is impossible. 
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The Elector Fiiediich — afterwards King Friedrich I. of 
PrasBia — ^was a man of cultivated mind^ liberal to artiste, 
and ready to encourage talent whereyer he found it. 
His eonsorty the Electress Sophia Charlotte — afterwards 
called the * Fhilosi^hic Queen/ in allusion to her intimacy 
with Leibnitz — was a pupil of the Abbato Stefiani, and 
was generally regarded as one of the most accomplished 
Musicians in Europe. It was little to be wondered at, 
that, under such exalted patronage, the Concerto and Operas 
of Berlin flourished as they had never flourished before. 
The Electress herself delighted in directing the perform- 
ances, in which Princes and Princesses sang, played, and 
danced, while grave Musicians, themselves accustomed to 
assume the lead at inferior Courte, humbly took their places 
in the Orchestra. Italian Maestri^ especially, were wel- 
comed with open arms ; and Music became so much the 
fashion at the Electoral Palace, that artiste flocked thither 
from every part of Europe. 

Here, then, our little Greorg Friedrich was sent, in all 
probability in the year 1696, in charge of a friend of the 
family whose name has not transpired ; and here, after 
having been duly presented to the Elector and Electress, 
whom he delighted by the beauty of his performances, 
he made acquaintance with more than one Musician of 

European reputetion — notably with Attilio Ariosti^ and 

f 
^ Attilio Arioflti was bom at Bologna in 1660, and at an early 
age became a Dominican Monk. He appears to hare afterwards 
obtained a diipenBation $ for, in 1696, we find him producing hia 
first Opera, Dafne, at Venice. The date of his appointment as 
Kapellmeister to the Electress, at Berlin, is inyolyed in some 
obscnrity. In 1720 he visited London, and is said to have 
eompoaed an Aet of Mwsio ScmtoUi, in oobjnnction with Handel. 
After this he appears to haye retamed to Italy. The dato of his 
death Ib unknown. 
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Giovanni Baitdsta Baononcini,^ two rival Composers whom 
he was destined to meet again, in later life, under very 
remarkable circumstances. 

Ariosti treated the child, from the first, with sincere and 
iindisgtdsed affection, holding him upon his knee, by the 
hour together, at the Harpsichord, while, astonished at 
the cleverness of his performance, he imparted to him many 
valuable hints for his future guidance. Buononcini was more 
reserved. Without troubling himself either to verify or 
refute the opinions expressed by his colleagues, he avoided 
the ' infant prodigy ' as a creature beneath his contempt, 
until it became impossible any longer to turn a deaf ear 
to the universal verdict in the little stranger's favour. 
He then changed his tactics ; composed a Cantata, witli 
a Thorough-bass for the Harpsichord, filled with chro- 
matic progressions of extreme difficulty; and requested 
Georg Friedrich to accompany it at sight The child 
performed the task, not only correctly, but with such 
perfect mastery over its difficulties, such faultless taste 
and refined musician-like feeling, that the jealous Maestro 
could no longer affect to conceal his real opinion. Hence- 
forth he felt constrained to treat his youthful antagonist,, 
not indeed with cordiality, but with a cold politeness, 

^ The family of Bnononcini prodnoed several famous Afosicians. 
The founder of the race was Gioyauni Maria, who wafl bom in. 
1640| and died in 1678. His eldest son, Maro Antonio, bom in 1658, 
was the Composer of numerous Operas, the most sucoesaful of 
which was Camilla, He died in 1726. Giovanni Maria's youngest 
son, Giovanni Battista, bom in 1672, was a pupil of Colonna. 
The date of his arrival at Berlin is doubtful ; but it is certain 
that he was invited to London, in 1720, as the acknowledged 
rival of Handel ; and, as we shall meet him again in due time, in 
that unenviable capacity, we need say no more of him here. 
Chrysander is of opinion that both Giovanni Battista and Mara 
Antonio were in Berlin at the time of Handel's visit. 
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which, though little less offensive to the wann-hearted 
child than his former contempt, passed muster well enough 
at Court for a better feeling. And thus began a rivalry, 
which, sufficiently disastrous to either side, fell not far 
short of involving the two contending parties in a common 
niin. 

Meanwhile, the Elector, foreseeing the 6dat which must 
necessarily attend upon the full development of so extra- 
ordinary a genius, proposed to take the child at once into 
his service ; to send him, free of all expense, to Italy, for 
the completion of his education ; and to place him, on his 
return, in a position worthy of his transcendent ability. 
This flattering offer was announced, in due form, to 
Meister Gorge, whose shrewd good sense, fortified by his 
natural unwillingness to part with the darling of his 
declining years, prompted him to refuse it without a 
moment's hesitation. Expressing his deep gratitude to 
the Elector for so signal a mark of favour, he so feelingly 
represented the facts of the case, that it was impossible to 
doubt the sincerity of his protest. The scheme was con- 
sequently abandoned without farther parley. But the 
old Chirurgua was too clever a man of the world to risk 
the caprice of a Prince whose will was law. He therefore 
summoned Georg Friedrich back to Halle immediately; 
and^ though he did not live long enough to test the value 
of his own cautious policy, subsequent events proved that 
in this, as in all other matters in which mere worldly 
wisdom was concerned, he was entirely in the right. For, 
King Friedrich I. died in the year 1713, and one of the 
iirst acts of his successor^ King Friedrich Wilhelm L, was 
to disperse the entire KapeUe, and scatter the once 
favoured Court Musicians to the ends of the earlrh. 



CHAPTER IV, 

THB BTUDENT-OBOANIST. 

Mbibter OdBOB Borviyed his son's retnm from Berlin 
but a Tery few months. Bespected bj all who knew 
him, he died, in his house, am Schlamme^ on the 1 1th of 
February, 1697, at the ripe age of seventy-five ; leaving 
behind him three young children — Georg Friedrich^ 
Dorothea Sophia^ and Johanna Christiana — aged respec- 
tively twelve, ten, and seven years ; twenty-eight grand- 
children ; and two great-grandchildren. 

Happy was it for the youthful members of the second 
family that they had so good a mother as Frau Dorothea 
to superintend their education, and prepare them for their 
conflict with the world. Under her watchful guidance, 
Georg Friedrich prosecuted his studies with a steadiness 
which could scarcely have been exceeded had he been 
really preparing for the Law. After a more than credit- 
able career at school^ where he distanced all competitors 
as a Latin scholar, he was admitted, on the lOth of 
February, 1702, as a student at the newly-founded 
University of Halle, then under the direction of Plx)rector 
Buddeus.^ It is needless to say that this change of cir- 

^ The 'FriedricfaB-UmyeiBit&t' — bo called in memoiy of th» 
Xlector Friedrioh of Brandenburg, by whom it was first founded 
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cnmstances tended in no "wise to diminish the feironr 
of his love for Ait On the contrary, we possess sufficient 
contemporarj evidence to prove, not only that he con- 
tinned to practise Mnsic with increasing diligence ; but, 
also, that his fellow-townsmen were wise enongh to 
appreciate his talent at its tme valae. Greorg Philipp 
Telemann, who passed through Halle on his way to Leipzig, 
in 1701, speaks admiringly, in an autobiographical sketch 
communicated to Mattheson, of 'the already famous 
Greorg Eriedrich Handel,'^ with whom he was continually 
engaged in Hhe working-out of melodious compositions, 
both personally, during the course of frequent visits on 
both sides, and by letter.'^ Mattheson himself tells us, 
in an earlier work, that lus young friend ' added to his 
rare musical knowledge many other polite studies.^^ And 
this last testimony, corroborated, on the one hand, by the 
records of the University, and, on the other, by some 
curious documents preserved among the archives of the 
Cathedral, is the more valuable, as emanating from an 
author less prone to exaggerate the merits of others thau 
to dwell complacently upon his own. 

From a commxmication addressed by the 'reformed 
subjects ' of Halle to King Friedrich I. of Prussia — the 
quondam Elector Friedrich, who attained the dignity of 

in the year 1694 — ^had not, at the period of HftDdeTs xnatrionla- 
tion, attained the oelebrity which afterwards diBtingnished it as 
one of the most important Protestant Colleges in Germany* Its 
latest glories date no farther haok than the year 1815, when the 
UniTersitj of Wittenberg was transferred to, and incorporated 
with, the original foundation. The present buildings were 
designed in 1886. The most eminent name associated with its 
literary history is that of the great Hebrew scholar, Qesenins. 

1 Hattheson's Ehren-J^orte (Hamburg, 1740). ^ lb, p. 859. 

* Oritica JfiMiea (Hamburg, 1722-25), vol. ii. p. 212. 
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Eoyalty in 1 701 — ^we leaiii that a certain Johann Christoph 
Leporin, after serving, for four years, as Organist of the 
Cathedral attached to the Moritzburg,^ neglected his duty 
so grossly, and abandoned himself to so dissolute a life, 
that, in 1702, it became necessary to visit him with 
summary dismissal. Though Georg Friedrich was then 
no more than seventeen years of age, the governing body 
showed its just discernment by placing the vacant appoint- 
ment at his disposal, with a fixed salary of ' fifty thalers 
per annum, payable quarterly,' and an of&cial residence 
on the Moritzburg, ' over against the gate,' underlet, at a 
rental of sixteen thalers, to Amtshauptmann von Brandt. 
This honourable preferment, second only in importance 
to that connected with the Liebfrauenkirche, was made 
dependent upon a term of twelve months' probation ; not, 
as might fairly have been expected, on account of the 
presentee's minority, but because the Calvinists of the 
Domkirche would naturally have preferred an Organist 
of their own persuasion to the scion of so staunch a 
Lutheran family as that of Handel. As events turned 
out, the arrangement proved a very convenient one ; but, 
by a cruel perversion of the truth, Leporin's disgrace 
afterwards led to an utterly groundless attack upon the 
otherwise untainted character of Zachau, to whom his 
delinquencies have been falsely attributed by more than 
one incautious biographer, though no reasonable doubt 
really exists, either as to the innocence of the calumniated 
victim, or the identity of the actual offender.^ 

^ TheEdnigliclie 8chlo8B-imd-Domkirche znr Koritzbnig formed 
the headqnarten of the 'reformed' or Calvinistio body at 
Halle, while the more important Liebfranenkirohe was retained 
by the more nnmerous members of the 'Evangelical Lntheran' 
persaasion. 

^. The first to give publicity to this injorious aoonsation was 
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The duties of the newly-elected Oiganist were no light 
ones ; nor wotdd his responsibilities have been considered 
trifling, had they been entrusted to a weU-tried yeteran, 
instead of to a youth of seyenteen. 

The Organ in the Schloss-und-Domkirche was a re- 
markably fine one^ built in 1667, at the expense of the 
Herzog Augustus. Dreyhaupt tells us that it was sixty- 
two feet high by twenty broad, richly decorated externally, 
and more than ordinarily cotaiplete for the period in its 
internal arrangements, with twenty-eight stops, com- 
prising fiffceen hundred pipes, distributed between two 
manuals of boxwood, and fed by three pairs of bellows, 
capacious enough to supply wind for the performance of 
the entire Greed, or of a hundred and eighty bars of 
Measured-Music, without refilling.^ 

Not only was the Organist expected to do full justice 
to this grand instrument by his playing, but it was also 
his duty to see that it was kept in proper repair and 
perfect working order. Moreover, the terms of his engage- 
ment demanded that he should set to Music the Psalms 
and Church Cantatas proper for all Sundays and 
]B*estiYals, ordinary and extraordinary, throughout the 
year, and take whatever measures might be necessary 

Hainwaring (Memoirs of Hemdel, p. 16). MattheBon made a 
feeble protest agaiiut the omelty of resnaoitating so graye a 
Bcandal forty yean after its yiotim's death, but did not trouble 
himself to disprove or deny the pretended facts upon which it 
was based {Q, F. Handel's Lebensheschreibungf p. 10); Schoelcher, 
less sompulons than the German historian, reprodnoed the 
calnmny, with a sneer of nndisgnised satisfaction (Life of Hamdel, 
p. 6) ; while to Dr. Chrysander was left the nobler task of rindi- 
eating Zaohan's fair fame, and demonstrating the falseness of a 
story which reflects less discredit npon its innocent object than 
upon its inconsiderate narrators (G. F. Handel, voL i. p. 61). 
' Besehreibung dee SaaUKreises, p. 1097. 



» DO0BT7IJL COMPOSITIOKS. [chap.it. 

to eiurare their conect and efficient petformanoe 'in 
beantifal harmony/ 

An older man than Oeoig Friedrich might not nn- 
naturally have hesitated to undertake this vast amount of 
labour, in addition to that demanded by the classical 
Curriculum of the University. But, so far was he from 
being appalled by the prospect before him, that he supple- 
mented his official duties by a purely supererogatory one ; 
f onning his old schoolfellows into a Toluntaiy Choir, and 
assembling them together, on Wednesday and Saturday 
afternoons — ^then, as now, the orthodox weekly half • 
holidays — ^for the practice, under his own direction, of 
the higher kinds of vocal and instrumental Church Music ; 
and so successful were his efforts in this direction, that, 
after his retirement from office, the continuance of the 
Choir was enforced upon his sucoessais as a compulsory 
duty.^ 

Of the compositions referable to this period no trust- 
worthy record remains to us. Yon Winteif eld accepts as 
genuine an oratorio, entitled ^it (tclosvoQ ItM "BtVuf (SMu 
WBOf (Emn^ten ; a less ambitious sacred drama, called ^tt 
tmgtmihent <§f4rlm i and a Church Cantata, founded on the 
Choral, JUh ^etr, vdch xrmtn ^imto.^ Chrysander rejects 
the two Oratorios, but seems inclined to accept the Cantata 
as a genuine production of this early period.^ There is, 
however, strong reason to doubt the authenticity of the 
entire series ; and even to receive with caution Chrysander's 

1 Chryflander, O, F, Handel, voLi. p. 62. 

^ EvangeUschs Kirchengetangy toL iii pp. 169-6i. Extraota 
from the Oa at ata are aloo given among the MMsJkbeUage at the 
end of the volame N*^ 61. 

3 Q. F, Randel, vol. i. pp. 64-70. The paange is illnstrated by 
copious extracts from the longer Qratorkx 
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enzelj exaggerated affirmation that 'many hundred' other 
Church Cantatas have been lost, through the carelessness 
of the town lihraiians of Halle^ For, Georg Friedrich did 
not care to prolong his term of service at the Cathedral. 
Ko sooner had the year of his probation expired, than he 
threw up the appointment, and started off, like the Prince 
in a Faerie Tale, to seek his fortune in the great world of 
which he had hitherto seen so little, and in bitter conflict 
with which he was destined to pass so many of the most 
exciting years of his long and eyentfnl life. 

And here we must take leave of the glowing youth, 
whose early history furnishes us with so pleasant a picture 
of the simple burgher life which prevailed, during the later 
years of the seventeenth century, in a quiet German town, 
removed, alike, from the dangers of Court intrigue and 
the excitement of Latter-Day progress. We shall hear no 
more of divided duties, of bold determination to unite 
the confliddng claims of Art and Literature, of Law and 
Latin, studied side by side with Counterpoint and Compo- 
sition. Oar little Georg Friedrich has grown into a man. 
We have scarcely had time to forget the child in the 
student, before the student bids farewell to college life 
and quits lus native town for ever. And we must quit it 
with him j and cast no lingering look behind j for it is 
already time that we should meet him again, with a man's 
strong heart in his bosom, fighting his daily battle for the 
cause with which he hasnow identified himself beyond recall, 
and finally winning his way to the highest honours that 
the outer world can bestow on those whose true nobility 
consists in their lifelong devotion to all that is noblest 
«nd most beautiful in Art herself. 



CHAPTER V. 

THE JOURNBT TO HAMBURG. 

We have spoken of Berlin as one of the most flourishing 
centres of artistic life in Germany daring the closing 
years of the seventeenth century, and truly its fame at 
that period was neither doubtful nor undeserved. But, 
even in its brightest days, when the Electress Sophia 
Charlotte was its heart and soul, and Buononcini and 
Ariosti her devoted slaves, the City of the Churfiirst was 
fated to contend, in musical matters, against a very 
formidable rival, in the chief town of the Hanseatic 
League ; and, after the death of the ' Philosophic Queen,' 
its prestige rapidly declined, to rise no more until new 
life was infused into it by the genius of Graun, under 
the somewhat tyrannical patronage of King Frederick 
the Great. Meanwhile, dull, prosy, merchant-haunted 
Hamburg, with no Italian Maestri to lead its fashions, 
no Princes to play in its Orchestra, and no obedient 
Courtiers to greet its performances, whether good, bad, or 
indifferent, with indiscriminate applause, was making 
such rapid advances in Art, that, before long, its Opera- 
house attained a higher and more widely-extended re- 
putation than any other lyric theatre north of the Alps, 
while the Music composed for, and constantly performed 
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in, its Chnrches, suipassed in grandeur and solemnity the 
Sacied Music produced in any other part of Germany. 

Its fame, as the nursery of German Dramatic Music, 
may be said to date from the year 1678, when Johann 
Theile inaugurated a new and brilliant epoch in the 
annals of Teutonic Art, by the production of his Adam 
und Eva^ the first true Sing»pid ever performed through- 
out in the German language. In 1692, a notable impulse 
was given to the progress of the Lyric Drama by the 
foundation of the famous Theatre in the Goosemarket 
Two years later, Eeinhard Keiser's first opera, Bagiltus, 
which had already been well received in Wolfenbiittel in 
1693, was greeted with a warmth of feeling which proved 
that the Hamburgers were not only capable of appre- 
ciating good Music when they heard it, but were both 
able and willing to give all possible encouragement to 
Composers talented enough to produce it ; and, from that 
time forward, the rising Teutonic School continued to 
flourish, in its northern home, through little less than 
half a century of satisfactory progress and almost 
unexampled popularity. 

Handel made his first appearance in Hamburg, in the 
summer of the year 1703, with no reasonable prospect of 
advancement in life beyond tliat guaranteed by his own 
indomitable perseverance, no powerful friends to back 
him, and, it is much to be feared, with no very rich 
pecuniary resources to fall back upon in case of failure ; 
for, there is reason to believe that good Frau Dorothea 
stood too much in need of help herself to be able to 
make her son a very liberal allowance after his engage- 
ment at the Cathedral was at an end. Still, it is difficult 
to imagine that he can have settled in Hamburg without 
some form of friendly introduction, for we find him 
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admitted at once into the Opeia OrcheBtra, in the 
capacity of rtpieno second Violin ; and, humble as this 
position -was, it could scarcely have been bestowed upon 
a youth of eighteen, absolutely unknown in musical 
circles, and with no local magnates to bear testimony in 
his favour. However, be that as it may, it is certain that 
he was not long in making friends ; and the first Musician 
to whom he seriously attached himself was Johann 
Mattheson,^ the principal Tenor Singer at the Opera, and 
author of the JEhren-Fforte, It is necessary to receive 
the statements of this interesting, but intensely egoistic 
writer, with extreme caution. While we cannot afford to 
lose a single word that he has to tell us, we must re- 
member that he rarely presents his facts with the calm 
impartiality without which history is worse than valueless. 
That he loved his young friend as much as it was 
possible for a man so selfish and conceited to love his 
fellow, we have no reason to doubt. He was Handel's 
senior by four years — ^no trifling difference of age between 
two young men of kindred tastes, on the threshold of a 
busy life. Yet, he does not appear, at the outset, to have 

1 Johann Hattheson was bom in Hamborg, on September 28th, 
1681. He first sang on the Stage with his unbroken Treble Toioe ; 
was appointed principal Tenor at the Hamburg Theatre in 1699, 
and in the same year produced his first Opera, Die Pleiaden ; 
retained his appointment until 1705; and then abandoned the 
profession of Musio on receiying the appointment of secretary to 
the English Besident. His literary productions — all printed in 
Hamburg — are more valuable than his compositions. The most 
important of the former are — Dob neu eroffnete Orckester (1718), 
Das heschUtzte Orehester (1717), Dob forsehende Orchester (1721), 
Critica Mvsica (1722-25), Der voVcommeM Ka^eUmeister (1789), 
Qrwndlage einer Ehren-Pforte (1740), and Qeorg Friednch HdndeVs 
L^ensheBchreibung —tk translation of Hainwaring's Memoirs 
(1761). 
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xnade this circmnBtance an excuse, either for oYerbearing 
tyiamiy, or offensiye patronage. On the eontraiy^ so long 
as he disGOQises of his friend as a familiar companion, his 
language is invariably genial and pleasant. 

'Handel came to Hamburg/ he tells us, 'in the 
summer of the year 1703, rich in ability and good will. 
He formed almost his first intimacy with me; and wo 
Tinted, together, Organs and Choirs, Operas and Concerts, 
and more especially a certain house, to which I introduced 
him, and in which Music was practised with the utmost 
devotion. At first, he played the second Yiolin in the 
Opera Orchestra, and behaved as if he did not know how 
to count five ; for he was, by nature, full of dry humour. 
But once, when the Harpsichord-player was absent, he 
yielded to persuasion, and supplied his place, acquitting 
himself like a man, though no one but myself supposed 
him capable of doing so. 

' I well know how he will laugh in his sleeve, when 
he reads this, though outwardly he laughs but little: 
particularly, if he should by chance remember the poulterer 
who travelled with us by the boat to Lubeck, and Becker, 
the pastrycook's son, who blew the bellows for us at the 
Church of 8. Mary Magdalene. That was on the 30th of 
July, 1703. On the 15th we had been out on the water. 
And a hundred similar circumstances return to my 
memory. 

* At this time he used to set to Music long, very long 
Airs, and almost interminable Cantatas, neither with very 
remarkable dexterity, nor in good taste, which, however, 
he soon afterwards acquired, through the influence of the 
higher Operatic SchooL He was great upon the Organs 
greater than Kuhnau in Fugue and Counterpoint, especially 
extemjpore, though he knew but little of Melody until he 
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frequented the Hamburg Opera. On the other hand, 
Kuhnau's pieces were always melodious and chantantSy 
even those intended only to be played. In former times 
scarcely anyone bestowed a thought upon Melody ; bare 
Harmony was the aim and end of everything. 

' He constantly came to dine with my late father, and 
took that opportunity of giving me much valuable help 
in Counterpoint, while I in turn did him no small service 
with regard to the dramatic style, and thus one hand 
washed the other. 

' On the 17th of August, in that same year, 1703, we 
travelled together to Liibeck, and made Double Fugues in 
the coach, da mentSf not da penna. I had been invited 
thither by the Geheimer Rathsprasident, Magnus von 
Wedderkopp, as successor to the excellent Organist, 
Dieterich Buxtehude, and I took Handel with me. We 
played on almost every Organ and Harpsichord in the 
place; and, with regard to our performances, agreed 
between ourselves that he should only play upon the Oigan, 
and I upon the Harpsichord.^ We listened also to the 

' In the preface to Bis translation of Mainwaring's Menunrs, 
Mattheaon says, ' No one can excel in everything. And, to speak 
of mnsioal matters only, it happened that one [i.e. Handel] snr- 
passed the other npon the Pedal, while the other [i,e. MatthesonJ 
excelled the first npon the Harpsichord.' The word ' Pedal ' is 
here extremely significant. Judging from his published Organ 
Music, one might have supposed that Handel was not a great 
pedaUsb. But, the volume of autograph Concertos in the Boyal 
Collection contains one, in B flat, much of the Organ-Part o£ 
which is written, on three staves, for Pedal ohhligato, with 
brilliant passages of semiquavers, some of which can only be 
played by alternate use of the toe and heel, and a long Pedal- 
Shake — sJl assigned, in Arnold's edition, to the left hand ! It is 
clear, therefore, that Handel adapted his playing to the instm^ 
ments at his command. 
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veteran peifonnery in the Marienkiiche, with deep atten- 
tion. But, because the question of succession involyed 
also that of a maxiiage contract, into which we neither of 
US had the slightest desire to enter, we left the place, after 
receiving many compliments, unusual honours, and very 
pleasant entertainment. Johann Christian Schieferdecker 
afterwards brought the affietir to a more satisfactory con- 
clusion; accepted the bride, after the death of her 
father, Buxtehude, in 1707; and obtained the coveted 
appointment'^ 

All this reads pleasantly enough. Until the two merry 
companions were placed in direct rivalry to each other, we 
find no trace of the cloven foot. But Mattheson's jealous 
disposition was not long in declaring itself. 

The 'certain house ' mentioned in the foregoing narra- 
tive was that of Mr., afterwards Sir Cyril Wich, the 
English Bepresentative, with whose amiable family 
Handel soon became intimate, and to whose little son 
he gave lessons on the Harpsichord, until nearly the 
dose of the following year, when, to his great annoy- 
ance, Mattheson, on receiving the appointment of 
governor to the child, and Secretary to the Legation, 
took this duty upon himself, forgetting, in his determina- 
tion to appropriate even the smallest good things that 
chanced to fall in his way, that the very nature of his new 
appointment involved the virtual renunciation of the 
profession of Music for that of Diplomacy.^ 

During the spring and summer months, the Opera-house 

^ JBhren-Pfort$f p. 98, et seq. Lelwuibesehreibwiigt pp. 22, 29, etc. 

* Ih, p. 198. Mattheson speaks of the British Bepresentatiye 
as Herr Johann von Wich, and calls him the Ambasaador. Barney 
calls him, Sir Ojril Wych. Through the oonrcesy of Earl Granville, 
we are enabled to give the name as it stands in the records of the 
JPoreign Office. 
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at Hamburg usually lemained closed, for 'some considerable 
time, in consequence of the difficulty of bnnging together 
a sufficiently numerous audience at this particular season. 
In the year 1704, Mattheson took advantage of this reoessi 
for the purpose of viBiting Holland, where, he tells us, 
ho met with an extraordinarily flattering reception. After 
playing on all the most famous Oigans in the country, 
listening to all the best local performers, and giving 
Concerts in Amsterdam, he was offered the appointment of 
Organist at Haarlem, with an annual salary of fifteen 
hundred Dutch gulden, equal to about a hundred and 
fifty pounds sterling. TMs, however, he refused, from 
unwillingness to disappoint the managers of the Opera at 
Hamburg; and, for the same reason, he abandoned a 
project, which he had once entertained, of coming over to 
England : his resolution, in both cases, being strengthened 
by a letter he received from Handel, from which he gives 
us the following extract, dated March 18th, 1704 : 

' I often long to enjoy your very agreeable converssr 
tion, and hope very soon to do so, since the time 
approaches, when, without your presence, nothing can be 
attempted at the Opera. I therefore humbly beg you to 
give me notice of your returning, that I may take this 
opportunity of fulfilling my obligation, by coming to meet, 
you, etc. etc' 

Meanwhile Handel was busily engaged upon a work, 
of which Mattheson takes no notice here, though he 
criticises it sharply enough in another place. 

It had long been the custom, in Protestant Germany, to 
sing the History of the Passion of our Lord, during Holy 
Week, not as it has beeA sung from time immemorial in 
the Sistine Chapel, but in a manner peculiarly Grerman, 
and especially grateful to members of the Lutheran per- 



1703>170i.] THE SIBST PASSION OSATOBIO. 81 

snaaoiu This peculiar form of 'Passion Music' was 
attempted^ at Wittenberg, at least as early as the year 
1573. In 1588, Bartholomaus Gese set tiie words of the 
Gospel Narrative to Music, for two, three, four, and five 
Yoices, with singular quaintness of anangement. In four 
setting? of the 'Passion,' produced in 1666, Heinricb 
Schutz made a direct appeal to the hearts of the German 
people, hy alternating, with the words of the four Evan- 
gelists, a series of Choruses founded upon the Melodies of 
the innilmerable Chorales which were at that period more 
popular in Lutheran countries than any other kind of 
Sacred Music In 1672, Johann Sebastiani produced, at 
Konigsberg, a 'Passion,' containing original Recitatives 
of sterling merit Johann Theile's Deutsche Passion was 
received with marked approbation, at Liibeck, in 1673. 
And, from that time forward, the ' Passion Oratorio ' was 
accepted as a genuine creation of the Teutonic School ; its 
numerous Chorales being sung with a curiously charac- 
teristic combination of national and religious fervour, by 
huge congregations, every member of which knew them 
all by heart ; and its success depending in great measure 
upon the liberal use made of this peculiar element in its 
construction. 

Begaidless of the lesson taught by the early history of 
this new form of Oratorio, Beinhardt Keiser thought 
himself strong enough, in 1704, to dispense with the 
melody of the all-powerful Choral With the assistance 
of the then popular andhighly-accompluahed Poet, Hunold 
Menantes, he prepared, for the Monday and Wednesday 
in the Holy Week of that year, a ' Passion Oratorio,' 
entitled IBtr Slittige xmh <§>tctbjenbt Stsva,^ arranged 
upon an entirely new plan, and introducing neither the 

^ * The bleeding and dying JeflOB.' 
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national form of metrical hymnology^ nor the words of 
Holj Scripture. Against this bold innovation the 
Lutheran clergy raised an indignant protest The real 
merits of the work were forgotten, in the astonishment 
created by its unwonted form ; and^ so violent was the 
feeling against it, that Pastor Busing openly denounced 
both Poet and Composer from the pulpit. 

On Good Friday, in that same Holy Week,^ Handel 
also produced a ' Passion Oratorio/ founded on a Poem 
prepared for him by Christian Postel. From this work, 
as from that we have just described, the Choral was rigidly 
excluded. The Scripture Narrative, however, was intro- 
duced verhatimj in alternation with the Poet's verses ; and 
it was probably for this reason that the ^a^fiion xaxk 
htm 10 Ca^riUl tt» <Sb«n0. JfoIumntjB did not share the 
sweeping condemnation fulminated by Pastor Busing 
against the joint production of Keiser and Menantes. It 
did not, however, escape its fair share of abuse in later 
years. Though Mattheson makes no mention of it in his 
EhrerirPfcrtey he devotes no less than fifty-two large 
quarto pages of another less celebrated work to the con- 
genial task of demonstrating its utter worthlessness.^ 
JMarpurg praises this diatribe as a model of technical 
analysis ; but surely the selection of a vicious example, 
in illustration of a great Art-form, cannot be pronounced 
consistent with the principles of good criticism, however 
severely the shortcomings (real or supposed) of the corpus 
vile may be castigated by the demonstrator. In this 
case, every feature of the composition is condemned, either 

^ We give the date positively, beoaase Chrysandei^s carefal 
researches leave no reasonable doabt as to its aconraoj. 
3 Critica Muaica, vol. ii pp. 1-29, 83-66. (Hambarg, 1725.) 
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for its questionable taste, for the poverty of its effect, 
or for its want of adaptation to the circumstances 
under which it is introduced. Where the Composer has 
-written his Choruses in plam Counterpoint, he ought to 
have availed himself of the lesources of Double Fugue ; 
where he has contented himself with a Violin accompani- 
ment, he should have used Flutes and a Viola da gamba ; 
where he has adapted the verses to a Duet, he should have 
given them as a Chorus ; his Bitomelli interrupt the plain 
sense of the words ; his repetitions obscure it. In short, 
he has so obstinately persisted in doing everything that 
he ought not to have done, and leaving undone everything 
that he ought to have done, that one can only wonder 
why Mattheson — so much better instructed in every way 
— did not substitute for this miserable failure some worthier 
production of his own. 

For considerably more than a century, this venomous 
criticism was rendered innocuous by the supposed disap- 
pearance of the work to which it referred. Happily, 
the complete Score, in Handel's own handwriting, has 
been discovered among the Pblchau MSS. in the Berlin 
library; the identity of the autograph has been esta- 
blished, beyond all possibility of doubt ; and, in 1860, 
the work was published, entire, by the German Handel 
Society. We are now, therefore, able to test the justice 
of Mattheson's strictures by our own experience ; and we 
have no fear in asserting, that, whatever may have been its 
weak points, the ' First Passion Oratorio ' was certainly 
not founded upon a false conception, as Mattheson repre- 
sented it to be ; nor was it by any means the miserable 
performance that his one-sided critique would lead us to 
suppose. 

D 



CHAPTER VL 

It seema almost certain that Mattheson was absent from 
Hambuigy when Handel's 'Passion Music' was performed 
as part of the ceremonial appertaining to the Lutheran 
Holy Week. He returned, however, in good time for 
the forthcoming winter season, for the opening of which 
he had prepared an opera, entitled Cleopatra — ^his third 
complete dramatic work — founded upon a libretto written 
for him by Friedrich Christian Feustking, a theological 
student^ whose attempts at dramatic poetry were so con- 
temptible that one can only wonder how he ever came to 
be engaged at the theatre at alL The work was produced, 
for the first time, on the 20th of October, 1704; the 
Composer himself performing the part of Antonius — the 
principal Tenor — while Handel presided at the Harpsi- 
chord. Unfortunately, the death of Antonius, some 
considerable time before the conclusion of the piece, left 
Mattheson xmemployed during great part of the evening. 
His insufferable egoism prompted him to fill up this 
leisure time by supplanting Handel in the Orchestra. 
Handel, however, refused to vacate his post. Mattheson 
was furious at his resistance ; and, in passing out of the 
theatre, gave him a violent box on the ear. The natural 
and no doubt anticipated result of this insult was, an 
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impiompta duel, fought, then and theie, befoie a crowd of 
spectators, in front of the Opera-house—which, it will be 
lememhered, was appropriately situated upon the Goose- 
market. Providentially, Mattheson broke his sword 
against a broad metal button on his opponent's coat, and 
to this circumstance Handel in all probability was in- 
debted for his life.^ As the encounter did not take 
place, according to Mattheson's account, until the 5th of 
December, it is dear, that, at the first performance of 
Cleopatra^ either the Composer did not demand, or the 
Conductor did not refuse to give up, the disputed seat at 
the Harpsichord. Handel had, quite certainly, made a 
like concession to Mattheson's vanity on former occasions, 
and would probably have done so again, had no deeper 
sense of provocation existed; but, a comparison of 
collateral dates shows that, at this particular moment, he 
was excessively annoyed at Mattheson's interference with 
his position at the house of the English Besident — a 
circumstance to which we have already made allusion in 
the preceding chapter. The whole history of this inter- 
ference is characterised by an exhibition of bad taste, 
which would be almost incredible, but for the effrontery 
with which Mattheson, blinded by his ineffable self- 
importance, gibbets himself, for the instruction of an 
admiring posterity.^ We cannot wonder that Handel 
was offended. However, he was too good a Christian to 
bear malice ; and the author of the EhrefnrPforte himself 
teUs us, that, through the kind offices of ' a distinguished 
municipal councillor, and a director of the theatre,' ^ the 
quarrel was speedily reconciled. Handel dined with 
Mattheson on the 30th of December. In the evening, 

1 Ehten-PfoHey pp. 94, 95. ' Th. p. 193. 

' Eeiser, and a boon compamon named Brudoke. 

n 2 
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the pacified combatants assisted together at the rehearsal 
of his first dramatic work, Almircu And, from that time 
forward, the rival Composers became better friends than 
ever.i 

It is only just to add, that Mattheson himself has 
been rather cmeUy maligned, in this matter, by more than 
one careless commentator. Mainwaring, misled by his 
own faulty chronology, which contradicts itself at every 
turn, characterises the duel as having presented 'more 
the appearance of an assassination than of a rencounter;' 
which would have been true enough, had Handel been, as 
he would have us believe, no more than fourteen years 
old at the time of its occurrence.^ But we have positive 
evidence to prove that he was very nearly twenty; 
and, from what we know of his iron constitution, and 
general personal appearance, we may readily believe his 
opponent's assertion, that ' at the time of the quarrel he 
was tall, strong, broad-shouldered, muscular, and quite 
capable of taking] care of himself;'^ though we can 
scarcely endorse the unworthy suspicion which accuses 
Mainwaring of deliberately falsifying dates, for the pur- 
pose of making Handel appear younger than he really 
was. This suspicion, emanating from such a source, is a 
singularly suggestive one ; but, except for this, there is 
really no reason to doubt the veracity of Mattheson's 
account, which we may the more readily receive, since he 
is evidently quite blind to the fact that he shows himself 
to have been in the wrong from beginning to end. 

Within little more than a week after the termination of 
this miserable quarrel — that is to say, on the 8th of 

1 Ehren-Pforte, pp. 94, 95. 

3 Memoirs of Handel, pp. S2-S6. 

* LebensbeschreHmngf pp. 29, SO. 
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January, 1705 — Handel presented to the world his own 
first opera, JUmira,* the libretto of which was written 
hy Feustking, and the role of the piincipal Tenor 
performed by Mattheson* 

This event marked an important sera in the life of the 
young Composer : but he found himself quite equal to the 
occasion. Notwithstanding his brief experience of the 
Stage, he seized upon its capabilities with the firm grasp 
which true genius alone can give ; holding Dramatic Music, 
in the then stage of its development, as completely under 
command as he could possibly have done had he been 
accustomed to it from his childhood. 

The German Opera of this period, though based, in the 
first instance, upon an Italian model, had already shown 
signs of a certain individuality, which ended in the creation 
of a purely Teutonic IdeaL 

Italian Opera — true child of the Benaissance — owed its 
origin to a series of periodical reunioTiSy instituted by a 
body of enthusiastic cognoscenti^ who, towards the close of 
the sixteenth century, were accustomed to meet, at Florence, 
in the house of Giovanni Bardi, Count of Yemio, for the 
discussion of matters connected with the Music and 
Literature of antient Greece and Eome. The dream of 
these wild visionaries was, the revival of the method of 
Eecitative peculiar to classical Hellenic Tragedy. This 
they never succeeded in discovering. The Art was as com- 
pletely lost as the science upon which it had been based. 
But, just as the search after the philosopher's stone led to 
some of the most extraordinary discoveries known to 
chemistry, so did this pursidt of a vanished phantom 

> The fnll title of the work was 9<r in aUohnen <Srl<n«tf 
•lirks-Wetheel, Ober: Almiea, aUtnioxn tmt tfiutiiitir. < The 
Yicissitades of Royalty; or, Alimra» Queen of Castile.' 
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lead to the iuyention of modem Recitative. This step 
attained, the future development of the Dramrna per la 
nrnsica became a mere matter of detail Jacopo Peri com- 
posed the £i8t true Opera, Euridicey for the marriage of 
Henri lY. of France with Maria de' Medici, at Florence, 
in the year 1600. Claudio Monteverde produced the 
second, Arianna, at Mantua, in 1607, and the third, Orfeo, 
in 1608. The Music of these early works was entirely 
declamatory ; and, making due allowance for the limited 
resources of the period, represented the Lyric Drama in 
the exact form to which it has once more been restored, 
of late years, by Bichard Wagner, with resources prac- 
tically unlimited. Cavalli, Cesti, and above all, Alessandro 
Scarlatti, relieved the monotony of the eternal Recitative 
with regularly-constructed Airs, which agreeably fulfilled 
the office entrusted in Tragedy and Comedy to the Mono- 
logue. Later Composers introduced Concerted Pieces of 
various kinds ; and, when these were crowned by the grand 
Concerted Finale, the true Opera attained, in the works 
of Cimarosa and Mozart, the most perfect Ideal it has yet 
been permitted to reach. 

German Composers first imported Dramatic Music from 
Italy, and then produced it for themselves. But there 
was a difficulty in the way. The Composers of the 
peventeenth century did not attain the power of writing 
good Becitative in the German language. Those of the 
eighteenth solved the problem by retaining the Airs, 
Concerted Pieces, and grand Finales of the later Italians, 
while, for the greater part of the simple Becitative, they 
substituted plain-spoken dialogue. And thus arose tiie 
true Gferman Singspidf which reached its acme of per- 
fection in the works of Mozart^ Beethoven, and Weber. 

The full fruits of this process of development were not 
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presented to the world until a period long subsequent to 
that of which we are now treating. 

When Handel produced ^imac, the Lyric Drama was, 
everywhere, in a transitional condition. So doubtful 
was its position in Germany, that Operas were performed, 
at the Hamburg Theatre, in a mixture of the Grerman and 
Italian languages ; and it says much for the darkness of 
the period, that this monstrous anomaly was not only 
tolerated, but was even passed on to England, and to 
France. 3lliiut« itself was a work of this clas& Its 
libretto contained fifteen Italian Airs, and forty-four 
German Songs, translated by Feustking from an Italian 
originaL The story is of the poorest description, and 
utterly devoid of interest Handel, however, was com- 
pelled to be content with it ; and to some of its scenes he 
has wedded strains which are still reckoned among the 
masterstrokes of his genius. Many of these have been 
used again in later works : notably, a Sarabands in F, 
played in the Third Act, during the progress of a pageant. 
Six years after its first performance, this beautiful inspi- 
ration reappeared in London in the guise of the delicious 
Aria, Laacia ch* to pianga^ sung by Signora Isabella 
in the most successful Opera of the age, Rincddo ; and, in 
1737, Handel made use of it, for the third time, in a 
revised version of the Italian Oratorio, J7 THonfo del 
Tempo, e deUa Veritd. Kearly half the Music of the 
Opera has thus been reconstructed, and always with 
success enough to prove the infinite value of concep- 
tions glowing with the first freshness of youthful 
genius. 

The Score of jUmttx was long supposed to have been 
lost ; but a MS. copy, in the handwriting of Mattheson, 
with Handel's autograph corrections, and wanting only 
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two of the Italian Arias, is now safely housed in the 
Berlin Museum, where its identity has been established 
beyond all doubt On the authority of this MS., the 
work was printed by the German Handel Society, in a 
complete form, in 1873; it is now therefore within the 
reach of all who care to know what Handel was before 
his greatness was recognised in England The success of 
the Opera was so great, that even Mattheson could not 
afford to pass it over in sQence. It had an uninterrupted 
run from the 8th of January, 1705, until the 25th of 
February, and its performance was only discontinued then, 
in order to make room for its composer's second German 
opera, ^trj.i 

The libretto of S^o was also put together by Feust- 
king ; but, this time, entirely in German. It contained 
no less than seventy-five Airs, the Music of all of which 
appears to have hopelessly perished, unless indeed the 
Score should some day be discovered, like that of the 
earlier work, by some happy chance the nature of which 
it is not easy to predict. 

Two more Operas, (|fli»rttt^0, and ^tiplmt — ^the one 
a continuation of the other — were also produced by 
Handel during the period of his residence in Hambuig; 
but, unhappily, the Scores of these also seem to have dis- 
appeared beyond all hope of recovery. They were written, 
in all probability, in the year 1706.^ 

Meanwhile, the young Composer employed his leisure 
time in giving instruction on the Harpsichord to a 
numerous dientkle, writing Sonatas, and Lessons of various 

^ The fall title of this was Jlc hnxch §lat taib Jftorft CriangU 
Jfkbt, ettt; Nsao. 'Love obtained through Blood and Murder; 
or, Nero.* 

' See Appendix B. 
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kinds, for his f ayouiite pupils ; and deriving, from these 
and other sources, an income sufficiently large to enable 
him to repay the several remittances formerly advanced to 
him by his mother, with a welcome addition to the 
gross amount ; and also to lay by a considerable sum of 
money on his own account, for a purpose which he had 
for some time very seriously contemplated. 

The theatre at Hamburg was constantly visited, at this 
period, by foreign Princes of exalted rank, and, among 
others, by the Prince of Tuscany, brother to the Grand Duke 
Giovanni Gaston de' Medici, who was so much struck with 
the beauty of ^Imitft, that he proposed to take the Com- 
poser to Italy, free of all expense, in order that he might 
fortify his experience by studying the works of the greatest 
Italian Masters of the day. Though touched by the 
generosity of this liberal offer, Handel declined to accept 
the obligation ; but determined to visit Italy, nevertheless, 
at his own expense, as soon as he could raise money 
enough to defray the cost of the journey. Accordingly, 
in the summer of the year 1706 — as nearly as can be 
ascertained — ^he bade farewell to his friends in Hamburg; 
and, leaving behind him two large chests full of Sonatas, 
Cantatas, and other compositions, both vocal and instru- 
mental, of which no trace can now be discovered,^ set off 
on his journey to the opposite side of the Alps, with two 
hundred ducats in his pocket, and a firm determination 
to learn all that Italy could teach him. 

Of the route he followed, no record has been preserved ; 
but it is certain that he made Florence his first resting- 
place. And thither we must now prepare to follow him. 

^ Mainwaring's Memoirs, p. 149. Mattheson deniee the exist- 
ence of the chests {Lehensheschriebung, p. 112). 



CHAPTER VII. 

THE JOUBNXT TO ITALT. 

We have already spoken of Florence as the centre of a 
wave of sesthetic progress^ which, set in motion by the 
great stream of the Eenaissance, lesulted, towards the 
close of the sixteenth century, in the invention of modem 
Becitativci and, in the year 1600, gave birth to the Lyric 
Drama. 

The worthy accomplishment of this splendid mission 
would alone have sufficed to crown the Queen of the Amo 
with An imperishable diadem. Had the famous reunione 
at the Palace of the Conte di Yemio won nothing more 
than this for the cause of Art, they would still have occu- 
pied a prominent place among the ineffaceable landmarks 
of its history. But their influence upon the future ex- 
tended to depths little dreamed of by the originators of the 
movement. Themselves, groping in the dark ; led astray 
by an ignis fatuus, which their archaic pedantry mistook 
for a re-enkindled sun ; they nevertheless struck out the 
path which led, through many a treacherous quicksand, to 
triumphs far exceeding anything which the most far- 
sighted of their contemporaries could ever by any possi- 
bility have conceived. Jacopo Peri, Giulio Caccini, 
£milio del Cavalieri, Yincenzo Galilei — ^the father of the 
great astronomer — ^the poet Binuccini, and even Giovanni 
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Baidi himself^ though men of true poetical temperament, 
pure classical taste^ and considerable learning, were very 
poor Musicians. They hated Counterpoint; but, not because 
they knew anything about it Monteyerde, the most 
accomplished of them all, has left us incontestable proofs 
of his inability to overcome even its preliminary difficulties. 
The others openly laughed it to scorn. Why should they, 
who looked upon Guido himself as an ephemeral commen- 
tator upon things too hard for him, trouble themselves to 
study the principles of an Art which was wholly unknown 
to Pythagoras and Ptolemy, and the best Musicians of the 
age of Pericles 1 In their iuefBftble contempt for a science 
uncultivated in antient Greece, they trod beneath their 
feet the great Polyphonic School, which, under Palestrina 
and his disciples, had raised the glories of Ecclesiastical 
Music to a height destined never afterwards to be sur- 
passed. In place of Fugue and Canon, they introduced 
the artless Cantilena of the Monodic School, supported 
by a simple figured bass. For the Motet and the Yilanella 
they substituted the Canzonet and the Eedtative. More 
important still — ^for in this lay the true secret of their 
success — ^they replaced the devotional sublimity of the 
Mass, and the quaint loveliness of the Madrigal, with 
the warmth of passionate expression, and the irresistible 
energy of dramatic power. Having accomplished this, 
they rested from their labours, and left a race of greater 
Musicians than themselves to reap the full benefit of their 
splendid discovery. 

Up to a certain point, the Teutonic Schools were 
content to accept the teaching of these new apostles; 
but, with their insane hatred for Counterpoint they 
manifested no sort of sympathy. Caring nothing for 
the revival of Hellenic Tragedy, or even for the claims 
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of classical antiquity itself, German Composers failed, 
one and all, to appreciate the charms of the Monodic 
School, save only when its Melodies were supported by a 
solid framework of modem Part-writing, systematically 
evolved from the strict Counterpoint which they had 
thankfully received, in earlier days, from Flemish and 
Italian sources. Herein then, lay, and stiU lies, the charac- 
teristic difference between the Italian and the Grerman 
Schools j and we must bear this distinction very carefully 
in mind, if we would really penetrate to the inner life of 
the history we are narrating. 

Handel was a Contrapuntist from his childhood.^ Even 
Mattheson, though he assures us that his young friend 
knew nothing of Melody until he learned it at the 
Hamburg Operarhouse, does not attempt to disguise the 
fact that in ' Fugue and Counterpoint, especially extempore^ 
he was greater even than Kuhnau,'^ the most famous 
Master of the period ; while^ by a singular coincidence, 
Telemann, who had actually studied under Kuhnau, tells 
us that he and the young student at Halle were con- 
tinually engaged in the joint * development of melodious 
composition.'^ The truth is, Handel was equally re- 
markable for the depth of his contrapuntal learning and 
the inexhaustible wealth of Melody bestowed upon him 
by nature ; and he owed no small part of his success in 
later life to the happy reaction of the acquired gift upon 
the natural one. The construction of his Melodies is 
always admirable, and his Part-writing is the most 
melodious that was ever conceived. He quitted Ham- 
burg with fullest mastery — as the Score of his first 

^ We make no change in the orthography of the name, though the 
GompoBor himBelf spelled it Hendel daring his sojoom in Italy. 
^ See ante, chap. y. ' Ehrefn-Pforte, p. 859. 
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Opera alone suffices to prove — over the distinguishing 
characteristics not only of the School he was leaving, 
but of that also with the mysteries of which he desired 
to form a closer acquaintance ; a perfect Musician in 
every point save one, the art of managing the Voice. 
In his ignorance of that art — ^the importance of which 
seems to have been first impressed upon his mind in 
the course of friendly conversation with the Prince of 
Tuscany — lay his only weakness. And for that weak- 
ness he was now about to seek a natural and infallible 
remedy, in the only country in which, at that epoch, such 
a remedy was to be found. 

Dr. Chrysander, whose chronology of the journey to 
Italy is the most consistent that has hitherto been given 
to the world, is of opinion that Handel spent the 
Christmas of the year 1706 with his mother at Halle ; 
proceeding thence, in January, 1707, to Florence,^ where 
he first introduced himself to the Italian public by the 
production of the delightful Cantata, O Numi Etemi, 
now known as La Lueressia, and printed in Part 179 of 
Arnold's great edition. More Cantatas followed ; among 
them Sarai tontenta undi and Clori degV oeehi miei ; with 
others, the dates of which are less clearly established. To 
this period belongs also a rearrangement of the Overture 
to 3lXiiur«, prolonged by a series of highly characteristic 
Dance Movements, and entitled. Overture di G, F. Hendel ; 
a work to which we shall have occasion to refer on more 
than one future occasion. 

Unless Chrysander assumes too much, in supposing 
Handel to have spent the Christmas of 1706 in Halle, this 
first visit to Florence must have been but a brief one ; for 

^ See Appendix C. 
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it is certain that, on the 4th of April, 1707, the- composer 
was in Borne, where he produced some Church Musicy of 
considerable importance, with Latin words. 

The first in order of the Boman compositions is a Dixii 
Dominus^ for five voices, with orchestral accompaniments, 
signed and dated, '8. D. O.^ \ G. F. Eendel \ 1707 | 
4 ^Aprils I BamcB.^ Another Psalm, Nm Dominu8y also 
set for five voices, with instrumental accompaniments, 
is undated, but clearly belongs to the same period. 
Finer, by far, than either of these, is a Laudate pueri^ 
in D, for five voices, with numerous Solos and rich 
orchestral accompaniments, signed and dated, ' S. D. O. | 
Q. F. H. I 1707 I d' 8 JuliJ \ Roma.' This work con- 
tains some striking reminiscences of an apparently earlier 
setting of the same Psalm, in F, and the value set upon 
it by Handel himself may be inferred from the fact that, 
as late as the year 1747, he readapted the first Chorus 
of the Gloria Patri, to the words *Glori/ to God,* in his 
Oratorio, Joshua. 

The original autographs of all these works, including 
both settings of the 'Laudate pueri,' are preserved in 
the Eoyal Collection at Buckingham Palace ; and all were 
published by the German Handel Society, in 1872. 
Schoelcher also refers to this period a Magnificat for eight 
voices, the authenticity of which has given rise to much 
animated discussion, of which we propose to give a detailed 
account in a future chapter. 

^ Soli Deo Gloria. < Glorj to God alone.' The date at tlie end 
of this MS. is very indistinotlj written. F^tis and Schoelcher 
read the 4th of April. Chryfiander reads the 11th. After long and 
oaref al examination, we onrselTes can only belieye the figure !• 
to be a 4. The bars indicate the diyision of this, and other ^ 
inscriptions, into separate lines. 



CHAPTER VIIL 

THB FIRST ITALIAN OPEBA. 

Thouqh the last pagjQ of. the Score of Bodrigo, which 
would, in all probability, have fonushed us with the 
exact date of its completion, is missing, we can no longer 
entertain any reasonable doubt that Handel produced 
this, his first Italian Opera^ at Florence, soon after his 
return thither, from Borne, in July, 1707. 

The autograph, in the Boyal Collectioii, is deplorably 
incomplete ; at least, in so far as the First and Third Acts 
are concerned. The Second Act, however, is perfect ; and, 
by carefully piecing together the fragmentary portions, 
the German Handel Society were able, in 1873, to re- 
produce the work, in a tolerably complete and extremely 
interesting form. 

We have already spoken of a rearrangement of the 
Overture to Almira, enriched by a suite of Dance Tunes 
of peculiar beauty. The work was thus remodelled, in 
order that it might serve as the Overture to Sodrigo, and 
one can easily imagine the effect it must have produced, 
when presented, for the first time, to a Florentine audience. 
Handel was always strangely happy in his unpretending 
Airs de hcdlet, the freshness of which is impenshable. 
Glowing with richest warmth of honest enjoyment, he 
bids them tell their tale of youthful pleasure in strains 
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too pure to inspire a thought of the corruption in presence 
of ^hich youth itself ceases to be beautiful. In less 
worthy hands these movements would have shrunk into 
trifles. But the trifles of a really great Musician, like the 
sketches of Bafiaelle, or the hons mots of Diogenes^ are 
priceless. Bach, Haydn, Mozart, and even Beethoven, 
have left us trifles like these ; but Handel's trifles are the 
greatest of all, and will probably last the longest. 

We already find, in Rodrigo, indications of a growing 
mastery over the mysterious capabilities of the human 
voice. Ko Opera, marred by the absence of such 
mastery, would have lived through its first representation, 
in any part of Italy. That the Elorentines had no fault 
to find with the new production, in this respect, is 
evident, from the marked approbation with which they 
received it. From first to last, it was an immense success.^ 
The Grand Duke rewarded his visitor with a hundred 
sequins, and presented him with a service of silver plate ; 
and Yittona Tesi, the favourite Court singer, to whom had 
been committed the role of the hero of the piece, is 
said to have been so much enchanted, with the Music, 
that, after the conclusion of the season, she demanded 
leave of absence, and followed the Composer to Venice, 
in order that she might be able to take part in the 
performance of his next great work. 

We may consider it as almost certainly proved, that 
Handel arrived in Venice, early in January, 1708 ; re- 
mained there three months; and, during that time, 
produced his second Italian Opera, Agrippina. 

He is said to have been first recognised, at a masquerade, 
by Domenico Scarlatti, who, hearing him run his fingers 
across the keyboard of a Harpsichord, exclaimed: ^That 

^ MainwariDg, pp. 50, et $eq. 



170a-17O9.] 'AGMPPINA.' 49 

must either be the famous Saxon or the Devil himself.'^ 
The Italians, indeed, regarded his extraordinary execntive 
powers with abnost superstitious reverence, attributing 
them to the effect of magic.^ No doubt his reputation 
had preceded him from Florence, for he was immediately 
solicited to write an Opera : and, after some hesitation, 
he agreed to furnish one for the Teatro di S. Giovanni 
Grisostomo, which was destined to be the scene of his 
most brilliant Italian triumph. 

The author of the libretto of Affrippina is unknown. 
The story is a weak one ; but, far superior to that of the 
best of the Hamburg Operas : and Handel certainly made 
the best of it. The Music is more truly vocal than 
even that in Eodrigo, and very much more dramatic. 
A Scene in the Second Act, in which Ottone, accused 
of treason, and deserted by ail his friends one after 
the other, bursts into the impassioned Accompanied 
Becitative, Otion^ Otton^ qucU portentoso fidmine e qtiesto, 
is above all praise in this respect ; as is also the short 
but very remarkable Quartet, II tuo figlio, la tua prole. 
Many of the Airs have been used a second, and even a 
third time : among others, two very striking ones, written 
in unison throughout ; the first of which, Ho un non so 
che nd car, soon afterwards reappeared, at Home, in La 
Bemrrezione ; while the second, Bel piacer^ was destined to 
create a profound sensation, three years later, in Rindldo. 

The success of Agrippina far exceeded that of any of 
the Composer's previous works. So excited were the 
audience, says Mainwaring, that a stranger would have 
mistaken them for a company of madmen. At every little 
pause in the performance, the theatre resounded with shouts 

> Mainwaring, pp. 51, 62. 

' Dreyhaopt, BeBchr, dea Sadt'Kreites, vol. ii. p. 625. 
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6f ^ Viva U caro Saasone/ ^ Long live the dear Saxon.' ^ 
The Airs soon became extremely popular^ and the Opera 
had a ran of twenty-seven nights without interruption.^ 
Prince Ernest Augustus of Hanover, who rented a perma- 
nent box in the theatre, was much struck with it ; and it has 
been conjectured that his approval, and that of an unusual 
number of English noblemen who were staying in Venice at 
the time of its production, had much to do with thebrilliancy 
of Handel's reception in England two years afterwards. 

From a dramatic chronicle, printed at Venice in 1730, 
we learn that Agrippina retained its place upon the Stage 
of the Teatro di S. Giovanni Grisostomo for more than 
twenty years. In 1718 it was produced in Hamburg, and 
criticised with characteristic jealousy by Mattheson, who 
claimed its best ideas as his own« A complete edition of the 
Score was first printed by Dr. Arnold on the authority 
of a MS. copy in his own possession; and, in 1874, the 
entire work was reprinted by the German Handel Society. 
The original autograph — sadly incomplete, and without an 
Overture — forms part of the Boyal Collection at Bucking- 
ham Palace. 

Handel returned to Bome, in March, 1708, and, on the 
occasion of this, his second visit, became the guest of 
Francesco Maria Capizucchi, Marchese di Buspoli, a noble- 
man of the highest rank, well known as a leader of the 
famous Boman Academy,- then celebrated throughout all 
Europe under its poetical name of 'Arcadia.' This bril- 
liant association, founded, in 1690, for the cultivation of 
the Literature, the Poetry, and the Art of Italy, in their 
purest and most exalted forms, numbered among its 
members representatives of nearly all the noblest families- 
of Eome, Florence, and other Italian states, together with 
^ Mainwaring, p. 61-68. ' lb. 
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CaidinaLs, Prelates, Poets, Painters, Masicians, and men 
of genius and learning from every country in the world. 
Every ' Arcadian ' was known among his brethren by a 
poetical cognomen. The Marchese di Euspoli was Olinto j 
his wife, Isabella Gesi di Baspoli,was Almiride; Alessandro 
Scarlatti was Terpandro ; Benedetto Marcello was Driante.^ 
Handel could not be enrolled as an associate of the goild, 
no one under the age of twenty-four being admissible to 
its privileges. But he was invited to meet its members, 
who received him with all possible courtesy and honour. 

Co-existent with this association was another Academy, 
founded by Cardinal Pietro Ottoboni, at whose Palace 
its members met, every Monday evening, for the dis- 
cussion of literary and artistic matters, and the enjoy- 
ment of the best Music that could be had in Borne, 
led by the famous Violinist, Arcangelo CorellL^ At 
these meetings, also, Handel was always a welcome 
guest. The Cardinal and the Marchese vied with 
each other in their desire to do him honour, and he 
enjoyed in an equal degree the esteem and the friendship 
of both. It was, in all probability, at the Cardinal's 
instigation that he produced his first Italian Oratorio, La 
Resurresdone \ yet, we know that he wrote it in the Palace 
of the Marchese, since the original autograph in the Eoyal 
Collection bears on its last page the inscription, ' Eomui la 
FestadiPasquedal March' RuspoU \ Ud'Aprile \ 1708.'3 

The birth of Italian Oratorio was exactly synchronous 

^ Vide Oresoembim. litoria della volgcur Poesia, toL yi. pp. 
310-36. 

' lb,, vol. i. p. 221« See also an interesting memoir of the 
famous Cardinal, in the obituary of The Oentlemom'a Magaxine, 
for March, 1740. 

' Schceloher says, the 4th of April; but, in this date, at least, 
he 18 oertainly wrong. 

E 2 
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with that of the Lyric Drama. The Belt-same year (1600), 
which witnessed the production of Peri's Iktndtce, at 
Florence, witnessed also the first performance of Emilio 
del Cavalieri's Oratorio, LaEaj)pre8eniazioneddr anima, e 
del corpo, in Borne. Moreover, both works were con- 
structed upon one and the same principle ; and the later 
development of the Musical Drama, in its sacred and 
ssBCular forms, led to results so nearly identical, that the 
Italian Oratorio of the seventeenth and eighteenth 
centuries can scarcely be regarded in any other light than 
that of an Opera founded upon a sacred subject. 

Such a composition was La Eemrrezione, The action 
of the anonymous Uhretio is dramatic, and only differs 
from that of an ordinary Opera in that the simplicity of 
its awful subject demands a comparatively small amount 
of Becitative. Several Airs from Agrippina reappear in 
the Oratorio, with scarcely any alteration ; but the new 
Music is certainly written in a more earnest spirit, 
and with an infinitely greater amount of dramatic power. 
The Air for Lucifer, voi delV Erebo potenze ornbili^ 
and the Becitative which precedes it, surpass in this 
respect the most successful of the Composer's earlier in- 
spirations, and throw those of the best Italian writers of 
the period completely into the shade. The weird effect 
produced by the long gliding scale-passt^es allotted to the 
stringed instruments was reproduced, five years later, in 
TeseOf in connection with the incantations of Medea ; and, 
if introduced into the famous Scene mDerFreUchviz^-sroxAd. 
sound neither out of place nor wanting in romanticism. 
The instrumentation throughout the whole work is un- 
usually rich and varied for the period. Flutes, Oboes, 
and Trumpets are freely employed. The part for the 
first Yiolin was evidently written for Corelli, and that for 
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the Yiola da gamba for a virtuoso of the hi^^est rank. 
There is no Overture, but each of the two parts into which 
the work is divided concludes with a Chorus, written in 
the simple form peculiar to the Operatic Choruses of the 
period ; the last being, in fact, a genuine Gavotte. There 
is every reason to believe that the work was written for, 
and first performed in the palace of Cardinal Ottoboni, 
and that the Violins were led by Corelli in person. The 
Score was printed for the first time by Arnold, in 1797 ; 
and for the second, by the Grennan Handel Society, in 1878. 
This interesting work was soon followed by another, 
II Trionfo del Tempo e del Disinganno, the libretto of 
which was written by Cardinal Panfili, a man of highly 
cultivated mind, whose name in * Arcadia ' was Fenizio. 
As we shall have occasion to speak of this important 
composition at some length in a future chapter, we need 
not stay to discuss its merits now. Suffice it to say that 
it was performed in the palace of Cardinal Ottoboni, and 
that Corelli was so overwhelmed with the difficulties of 
the Overture, that Handel substituted for it a Zinfonia 
in the prevalent Italian stylep^ Corelli, indeed, found 
Handel's Violin passages exceedingly difficult; and 
when, on one occasion, the fiery German snatched the 
instrument from his hand, in order to show how he 
wished a certain idea to be interpreted, the gentle Maestro 
said, with the imperturbable courtesy for which he was so 
justly loved, ' Ma^ euro Sassone, questa musiea i net stile 
Francese, di eh* to non m' intendo '^ — in allusion, probably, 
to the OTertures of Lulli, which certainly contained the 
germ of Handel's grander creations. 

1 Mainwaiing, pp. 65-57. 

' 'But, dear Saxon, this Masic is in the Frenoli style, which I 
do not nndentand.' 
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Handel's sojoam in Kome must have been a delightful 
one. His dose intimacy with the Marchese di Buspoli, 
and the Cardinals Ottoboni and Panfili, gained for him the 
love and respect of all the other 'Arcadians' then present 
in the Eternal City. Here, too, he made the acquaintance 
of Alessandro Scarlatti, the greatest Italian Musician then 
living, and cemented more closely than ever his friend- 
ship vrith the veteran's talented son, Domenico. At the 
wish of Cardinal Ottoboni, Domenico Scarlatti and Handel 
entered into a friendly contest for the purpose of deciding 
their respective merits on the Organ and Harpsichord. It 
was the unanimous verdict of all who heard the two per^ 
formers together, that, so far as the Harpsichord was 
concerned, it was a drawn battle between them, but that, 
on the Organ, Handel had a very decided advantage. 
The effect of this contest was to bind them in a closer 
friendship than ever. Handel always afterwards spoke 
in the most eulogistic terms of Scarlatti's talent ; and, 
whenever Scarlatti was praised for his Organ-playing, he 
was accustomed to say, devoutly crossing himself : ' But 
you should hear Hendel 1 ' ^ . 

In the beginning of July, 1708, Handel quitted Rome 
for l^aples ; ^ where he produced a Serenata^ entitled Aci, 
GalateOf e PoH/emo, founded on the same general plan as 
the work he afterwards wrote for the Duke of Chandos, 
but differing from it entirely in musical treatment. Until 
attention was drawn to this most interesting work, by 
Dr. Chrysander, in 1858, its existence was known to the 
musical world only by the report of Sir Stemdale Bennett, 

^ Mainwariog, p. 61. 

^ The Trio, 80 tu rum load amore, in the posaeesioii of Lady 
EaD, is signed and dated, < Q. F. HmUM \d%12di Luglio |1708, 
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and a few conscientious critics who had talcen the trouble 
to examine the original MS. in the Boyal Collection. 
Now that it is better known, the superior attractions of 
the Eoglish Serenata will probably prevent it from ever 
becoming a popular favourite ; more especially, since the 
rSle of Polifemo needs a bass singer with a voice of the 
extraordinary compass of two octaves and a half. Yet, 
the Composer himself thought much of the Music worthy 
of temporary reproduction, in 1732, in connection with 
the English Ada avd Galatea. 

Besides the great works we have mentioned, Handel 
wrote, during his residence in Italy, a Latin Motet, Silete 
verUi — one of the movements of which, Dvlda amor, Jeeu 
care, afterwards appeared in an English drees, as ' Hope, 
a pure and lasting treasure ; ' a number of Italian Cantatas, 
Duets, and Trios ; and a set of seven French Chansons. 
The Motet is printed in the thirty-eighth volume of the 
Oerman Handel Society's collection. The French Songs 
remain unpublished. The MSS. of the whole are 
preserved in the Boyal Collection. 

Handel was treated with no less honour in Naples than 
in Borne. How long he remained there it is difficult to 
say. But it is almost certain that he spent the Christmas 
of 1709 in Bome, where he heard the wonderful 'Pifa,' 
afterwards introduced with such enchanting effect into 
the Messiah ; and that he then paid a farewell visit to 
his friends in Florence. The following Carnival seems 
to have been spent in Venice, where the ' earo Sassane ' 
tesumed his old friendship with Antonio Lotti, the Abbate 
Steffani, Baron Kiehuannsegge, and many warm admirers 
who had been attached to him on the occasion of his first 
visit to the Bride of the Adriatic ; and here he passed the 
last happy days of his triumphant visit to Italv. 



CHAPTER IX. 

THE FIRST VISIT TO LONDOIT. 

It is impossible to give the exact date of Handel's 
departure from Italy; but, it is certain that he left 
Yenice^ some time during the summer of the year 1710, 
in company with the Abbate Stefifani, and Baron 
Kielmannsegge ; and, that his first thought, on return- 
ing to Germany, was, to visit his mother, at Halle, 
where, notwithstanding the fortunate marriage of his 
eldest sister, Dorothea Sophia, to MichsBl Dieterich 
Michsdsen, a Doctor of Jurisprudence, of high repute, 
and substantial means, he found the whole family 
plunged in grief — ^for, the early death of Johanna 
Christiana, the youngest member of the little circle, 
had only taken place during the previous year. 

The wanderer's next visit was to the Electoral Court, 
at Hanover: and here, through SteffaniV kind intervention, 

* Agostino SteiZani was bom, at Castelf ranoo, in 1655 ; and in 
his boyhood sang, as a Chorister, at the Gabhedral of S. Mark, in 
Venioe. He afterwards studied, nnder Eroole Bemabei, at 
Knnioh ; and, in process of time, was appointed Kammermiuikus 
to the Elector of Bavaria. The date of his entering into Holy 
Orders is unknown ; bat he was, in all probability, ordained some 
time before 1685, when he is known to haye held the ofSoe of 
Kapellmeister to the Elector of Hanover. Very few of his works 
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lie was fortrmate enough to obtain the appointment of 
Kapellmeister^ with free leave of absence, for the purpose 
of completing his travels. 

From Hanover, he proceeded to Dnsseldorf, in 
acceptance of a long-standing invitation ^m the Pfalz- 
Graf, with whom he had made acquaintance, during his 
sojourn in Italy. ^ This generous patron of Art had 
already formed a high opinion of his talent, and would 
gladly have retained him in his service; but, finding 
this impossible, could do no more than prove the sincerity 
of his friendship by entertaining him, with all due 
honour^ and presenting him, on his departure, with a 
service of plate. 

Finally, as the winter advanced, Handel made the 
best of his way through Holland, to London; and all 
authorities agree in stating that, towards the close of 
November, or certainly not later than the beginning of 
December, 1710, he first made acquaintance with the 
people among whom he afterwards decided upon casting 
in his lot for life. 

The prospects of Dramatic Music, in England, at the open- 
ing of the eighteenth century, were not promising. When 
Handel first became one of us, Henry Furcell, the greatest 
of OUT native Ck)mposers, had been dead just fifteen years. 

have been pnblished ; bat a rich oollection of MS. Operas, and 
other CompositionB, prodnoed during the time of his residence at 
the Conrt of Hanover, was brought to England by the Elector, 
and now rests beside the Handel KSS. in the Boyal Library at 
Bnokingham Palace. Some of these are written under the 
assumed namo of Qregorio Piya. 

^ Johann Wilhelm, the then Elector Palatine, was a Prince 
of refined artistic taste, and the intimate friend of Corelli, whom 
he created Marquess of lAdensburg. 



/ 
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Had this accomplished Musician left behind him a line 
of succesBOis, capable of worthily carrying on the work he 
80 nobly began, those fifteen years could scarcely have 
failed to witness the gradual development of an English 
School, strong enough to have held its own, in the face of 
the best of its Continental sisters. But there was no one 
either bold enough, or talented enough, to assume the 
vacant command In the absence of a competent leader, 
the I^ational Musical Drama soon sank to lower depths 
than those from which Purcell had raised it ; while the 
attempts of a few misguided theatrical managers to super- 
sede it by the introduction of 'Operas, performed after 
the Italian manner,' were of the rudest possible descrip- 
tion, and led to the first presentation of the Drammaper 
la musiea upon the English Stage in a guise of which it 
might well have been ashamed. 

Marc Antonio Buononcini's Camilla, after having been 
several times presented at the Theatre in Drury Lane^ 
in the form of a garbled English translation, was sung, at 
the same House, in December, 1707, in mixed languages, 
like the heterogeneous monstrosities then so popular at 
Hamburg: Signora Margarita de I'Epine, a mysterious Gan- 
tatrice called ' the Baroness,' and Signer Yalentini XJrbani 
(an artificial Soprano), performing their rSles in Italian, 
while Mrs. Tofts, Mrs. Lindsey, Mrs. Turner, Bichard 
Leveridge, and Lewis Eamondon, sang theirs in English. 

^ Drory Lane Theatre — ^the oldest ' hoase ' now ezisting in 
London — was originally built in 1668; pulled down, in 1791; 
rebnilt, by Holland, and opened, on the 12th of March, 1794, with 
a eprand performance of Sacred Mnsio, selected from the works of 
Handel ; bnrned down, on the 24th of February, 1809; and finally 
replaoed by the present bnilding, copied by Benjamin Wyatii 
from a Theatre at Bordeaux, and opened on the 12th of October, 
1H12. 
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In JanQaiy, 1708, the Drary Lane Company migrated 
to the Queen's Theatre in the Haymarket,^ when Camilla 
was again performed, ahemately with a Pasticcio,^ called 
Thamyris, in the same languages, and by very nearly 
the same singers. Later in the year, the Company was 
strengthened by the Caraliere Nicolino Grimaldi — ^gene- 
rally known as Nicolini — an artificial Soprano, of 
extraordinary talent, who is described, by contemporary 
writers, as by far the most accomplished Singer and Actor 
then living. This great Artist made his first appearance 
in Alessandro Scarlatti's JPirro e Demdrio, singing his 
part in Italian, as did Yalentini, Margarita de I'Epine, 
and 'the Baroness,' while Mrs. Tofts, and Messrs. 
Bamondon and Cook, sang in English as before. These 
three mixed Operas, Thomyris^ Camilla^ and Pirro e 

^ 'The Great Theatre in the Haymarket/ afterwards kaown 
«8 * The Opera Honse,' was built, by Sir John Tanbrngh, on the 
site now oocnpied by Her Majesty's Theatre, in 1705; and 
opened, on the 9th of April, in that year, under the designation 
of < The Queen's Theatre.' After the ohaDge of Dynasty, in 
1714, it was caUed < The King's Theatre,' which title it retained 
until the death of King William IT., in 1837. After the 
destmotion of the original building by fire, in 1789, a new 
one was exeoted in its place by Michael XovoeielBki, in whoso 
splendid Theatre^ opened September 22nd, 1791, Catalani, Pasta, 
Bontag, Malibran, Bnbini, Tamburini, Lablache, Persiani, Grisi, 
Mario, and Jenny Lind, achieved their greatest triumphs. 
This building, which receired the name of Her Majesty's 
Theatre on the Accession of Queen Victoria, in July, 18d7> 
was burned down on December 6th, 1867; and the present 
Theatre, erected on its site, was opened on the 27th of April, 
1877. 

' The term, Pasttceto— literally signifying a Fie — was applied, 
in the eighteenth century, to a composite form of Opera, the 
Music of which was selected from difEerent works, often by 
several different Composers. 
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DemetriOf lelieyed only by a few unimportant works 
which deservedly perished after two or three unsuccessfiil 
representations, retained possession of the Stage till 1709, 
when a fourth incongruity, called Clotilda — probably, 
another Pasticcio— was added to the list It was not 
until January, 1710, when the Company was again rein- 
forced by Signora Isabella Oirardeau, Signora Elisabetta 
Pilotti Schiavonetti, Signor Cassani, and Signor Eoschi 
(a famous Basso), that Almahide, a work of considerable 
merit, by an unknown Composer, was presented, for the 
first time, entirely in Italian. This was succeeded by 
Francesco Mancini's Dldaspe fidele, in the same 
language. And, in the following year. Marc Antonio 
Buononcini's Eteareo was sung without any admixture of 
English. 

The one hopeful circumstance, in the midst of this 
barbarous 'confusion of tongues,' was, the readiness of 
the English audience to receive and appreciate good 
Music, wherever it was to be heard. Purcell had done 
his best to raise the popular taste; and England had not 
f oigotten his lessons. Everyone knew that Handel would 
bring good Music with him. He was received, therefore, 
with open arms ; and no time was lost in engaging him to 
compose an Opera for the Queen's Theatre. The subject 
selected was Etndldo. The libreHo, founded upon an 
episode in Tasso's Chrusalemme Uberataj was sketched out, 
in English, by Aaron Hill, the Director of the Theatre, 
and rendered into Italian verse by Giacomo Bossi, who 
complained that he could not write lus Poetry fast 
enough to keep pace with the Composer's power of 
setting it to Music. Handel had never before been 
fortunate enough to meet with so powerful a Drama. 
The Action of the Poem is romantic to the last degre& 
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The Scene is laid in the Holy Land, during the progress 
of the First Crusade. Binaldo, the hero of the story 
(Soprano), is hetrothed to Almirena (Soprano), daughter 
of Godefroi de Bouillon — ^here called Goffredo (Contralto). 
Argante, the Pajrnim King of Jerusalem (Basso), is the 
accepted lover of the Sorceress Armida (Soprano), who, 
for purposes of revenge, secures the person of Almirena, 
and conceals her in a spell-encirded garden, where 
Argante sees and falls in love with her. Einaldo is 
conveyed to this mysterious retreat in a magic boat, 
and endeavours to rescue his promised bride; but 
Armida herself is captivated by his heroic beauty, and 
in the vain hope of gaining his affection, deceives him 
by alternately appearing in her own proper form and 
in that of Almirena. Meanwhile Grofiredo and his 
brother-in-arms, Eustazio (Contralto), are informed of 
the true state of the case by a Christian Astrologer (Con- 
tralto), and fly to the succour of their friend. Argante 
and Armida are besieged and conquered; and the story 
ends with their conversion to Christianity. 

After having subjected the entire series of Handel's 
Italian Operas to a careful and most minute analysis, we 
feel no hesitation in saying that, taken as a whole^ 
Binaldo is entitled to the first place on the list of its 
author's dramatic masterpieces. Finer Movements may 
possibly be found in some of his later productions ; but, 
in none is the interest more imflaggingly maintained, 
from beginning to end. The boldness of so original a con- 
ception must have caused no small surprise to the audience 
who witnessed its first parformance ; for, during the earlier 
half of the eighteenth century, the construction of Italian 
Opera was hemmed in by formal restrictions, which, 
pressing no less severely on the Composer than on the 
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Author of the libretto, proved a serious hindrance to the 
development of a natural and consistent Art-form. The 
Poet was not even permitted to nse his own judgment 
with regard to the memhers of his Dramatis jpersotuB ; nor 
could the Composer distrihute his Voices in accordance 
with any other scheme than that laid down by law. The 
strict rule demani|d the employment of six principal 
characters only— ^£ee Women and three Men. A fourth 
Man was indeed admissible in cases of necessity; and 
a Woman was sometimes permitted to take a Man's 
part — especially if she had a deep-toned voice, of mascu- 
line character: but these indulgences were not very 
frequently claimed. The First Woman {Prima Donna) 
was always a high Soprano ; the Second, or Third, a 
Contralto. The First Man (Prima uamo) was an artificial 
Soprano ; and it was indispensable that he should appear 
as the hero of the piece, though the rdle assigned to him 
might be that of AjejL or Julius Caesar. The Second 
Man, if not a Soprano, like the First, was an artificial 
Contralto. The Third was either another Contralto, or, 
more rarely, a Tenor. When a Fourth Man was needed, 
the additional Part (Ultima Parte) was most frequently 
assigned, either to a Tenor, or a Bass. But it was 
by no means an unusual thing to employ artificial 
Sopranos and Contraltos only, for the Male Characters, 
without the support of either Bass, Tenor, or Baritone, 
as in Handel's Teseo, and many other Operas of the 
period. 

Each of the principal Characters of the Drama claimed 
the right to sing one Air, at least, in each of the three 
Acts into which the piece was divided. The Aira them- 
selves — though all consisting of a First, and Second Part, 
and concluding with the indispensable Da Capo — were 
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separated into five grand classes, each distingnished by 
some strongly-marked and nnyarying characteristic. 
Thus, the Aria caniabile was restricted to a flowing 
melody, supported by a very slight accompaniment, but 
affording frequent opportunity for the introduction of ex- 
tempore embellishment. The Aria di portamento, equally 
melodious in character, depended chiefly, for its effect, 
upon the substitution of long swelling notes for the lighter 
forma of ornament, and therefore demanded no slight 
amount of sustaining power, on the part of the Singer. 
The Aria di mezzo earattere, more fully developed, and, 
generally, more richly accompanied than either of the 
preceding forms, was susceptible of very much greater 
variety, in the matter of dramatic treatment. The Aria 
parlarUe was devoted to the expression of still deeper 
feeling, and more violent emotion ; and, taking its action 
from that of the words to which it was adapted, appeared, 
sometimes, as an Aria di nota e parola, sometimes, as an 
Aria agitata, and sometimes, as an Aria di strepito, or 
even an Aria infuriata. Finally, the Aria di bravura, or 
d'agUitdf was universally recognised as a natural and 
legitimate vehicle for displaying the power of the Singer 
to the greatest possible advantage ; and filled, accordingly, 
with difficulties which few popular favourites, at the 
present day, would think it prudent to attack. 

Directly referable to these five primary types, were 
certain subsidiary forms, in less frequent use. For 
instance, the Cavatina was simply an Aria cantahUe, or 
an Aria di portamento, distinguished by the absence of a 
second part ; the Aria d^imitazione was an Aria di mezzo 
caraUere, or di bravura, coloured by some striking allusion 
to external phenomena, such as the warbling of birds, a 
natural echo, the sound of a waterfall, or the din of war. 
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or the chase. The Aria coneertaia was nothing more than an 
Ail of similar character, with an unusually elaborate Accom- 
paniment. The Aria dlT unUono^ as its name impHesf 
was accompanied in unison throughout, and was neithei 
an uncommon nor an ineffective variety of the Aria di 
Tnezzo carattere. Much rarer was the Aria senza accom- 
pagnaTnento, in which the voice was left without any 
instrumental support whatever, except in the RitomdiL 
Indeed, this form was only practicable when allotted to a 
Singer of quite exceptional talent 

An Air, belonging to one or other of the classes we 
have described, was introduced at the dose of every Scene ; 
unless, indeed, its place could be advantageously supplied 
by a harmonised exclamation, in which all the chaiactecs 
present upon the Stage were made to join, at the dose of 
a Hecitative. 

But, two Airs of the same dass were never permitted 
to succeed each other ; nor was any Singer suffered to claim 
two Airs of any kind in succession. The most important 
Airs were placed at the end of the First and Second Acts. 
In the Second and Third Acts, it was the privilege of the 
hero, and heroine, to execute a grand Seena, consisting of 
an Aria di bravuraj preceded by an Accompanied Kedta- 
tive. The same Characters also sang together, in at least 
one grand Duet : but Trios, Quartetts, and other Concerted 
Movements, were altogether contrary to rule, though the 
Third Act always terminated with a Chorus, in which alJ 
the principal Singers took part 

Handel raised no objection whatever to the tyranny 
of these pedantic laws, so long as it suited his purpose to 
obey them; but^ the moment they interfered with his 
supreme will and pleasure, he cast them to the winds. 
Almost all of them were broken, at some time or other. 
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daring the course of his long connection with the Stage ;^ 
and not a few, even in Eincddo. 

The real strength of this famous Opera lies, neither in 
the originality of its Music alone, nor the dramatic power 
exhibited in its every scene, but, in the combination of 
these two great qualities with an amount of psychological 
truth which stamps it, throughout, as the work of an 
mtellect of the highest order. 

The Overture, with its majestic Introduction, and stately 
Fugue, carries us back, at once, to the age of Chivalry; 
and, after preparing us, by its rich harmonies, and bold 
moiivi, for the nobler Scenes of the coming Drama, gives 
US a foretaste, in its sparkling Oig2ie, of the voluptuous 
enchantments of Annida's garden. Even Mattheson does 
not venture to depreciate this fine Composition ; but holds 
it up as a model of what the Orchestral Prelude to a 
Musical Drama ought to be. 

The first Air, * 8ovra halze scoseeai,' is allotted to 
Grofi&edo, whose rSle is characterised by an earnestness of 
purpose which adapts itself, with equal facility, to the 
claims of devoted friendship, and the warlike spirit indis- 
pensable to the Leader of the great Crusade. From first 
to last, the future King of Jerusalem stands before us as 
the complete impersonation of the Christian Knight 

^ For more minute inf ormation conoeming the laws by which 
the straotore of the ItaUan Opera was governed, daring the 
■eyenteenth and eighteenth centuries, consnlt : 

Lettn awr U MieamBtM de VOpira ItdUen, (Napoli, 1766). 

Steffano Arteaga's Le BivoVusnone del T§atro MusiaiU ItdUano, 
(Bologna^ 1788-1788.) 

J. Brown. Letters wpon the Foeiry and IfiMie of the ItaUcm 
Opera. (Edinbnrgh, 1789.) 

Yincenzo Hanfredini's UegoU Armonxche* (Venezia, 1797*) 

Goldoni. Mem, i. p. 102. 
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EnstazLOy his biother-in-annBy ia equally loyal, and 
equally in earnest; but^ as a faithful follower, only. 
His style never rises to the boldness of command. 

The character of Argante, the Pagan tyrant, is admir- 
ably drawn. He first piesents himself in ' SihiUar gli 
angm d^Aleito,' a raging Aria cPagUUA, replete with 
fnrions determination, and desperate hate. But, later on, 
when his heart is touched by lore, he shows himself aliye 
to better things. There is a tenderness in * Vterd o cava ' 
which no mere bratal despot conld oyer have exhibited. 
Haying heard hiwi sing this, we never cease to think of 
him with respect, and are not at all sorprised to find that 
he ends by becoming a Christian. 

Armida, his beloved, is worthy of him. Her hatred 
is no light passioiL Her first Air, ^Furie terribili,^ is 
horribly vindictive. Bat, when the sight of Einaldo has 
inspired her with a passion, which, for the time being, 
makes her faithless to Argante, she shows herself a true 
woman — and, not altogether a heartless one. Binaldo's 
loyalty to his first and only love reduces her to despair; 
but not to utter wickedness. No more touching tale of 
hopeless suffering was ever expressed in Music, than that 
embodied in the matchless phrases of *Ah crudely U pianto 
ndo.' The Sorceress lays bare her wounded heart, in 
every phrase of it. It is true, when she finds herself 
finally rejected, she once more stands forth as the enemy 
of the hero she has learned to love ; but the bitterness of 
her hate has vanished : the call to aims is a bold, but no 
longer a savage one. The damon has given place to the 
honourable foe. 

Almirena and Kinaldo bib a well-matched pair. Ener- 
vated 4)y love, the warrior turns so deaf an ear to the 
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calls of duty^ that even the Ladye of his choice fails to 
rouse him from the apathy of sensaous indulgence into 
which he is fast sinking. It is only when his beloved is 
torn from his anns by the power of Azmida's spells, when 
the Daemons she sommons mock his despair and turn his 
misery into lidicnle, that he shows himself in his true 
colour& Stunned at first, by the suddenness of the blow, 
he takes but a moment to recoyer himself; puts on the 
hero; and never afterwards forgets his real character. 
The style of his Music now undergoes a most remarkable 
change. "Without losing a particle of its individuality, it 
rises from weaker beauty, to an earnestness which carries 
all before it It is the same strain with a new fire en- 
kindled in it Had Shakespeare painted the character of 
Binaldo, he would assuredly have made him express, in 
words, every changing shade of passion which Handel 
has here expressed in Music. And Almirena, too, is 
changed. She is but a woman; and, as a woman, yields, 
herself, in the first instance, to the enervating influence of 
a passionate love. When Armida takes her captive, she 
expresses her grief in the unapproachably beautiful Air, 
'Lascia ch' to pianga,' which breathes the very essence 
of a hopeless despair. But, afterwards, she forgets her 
own private grief, and shows herself well worthy of a 
Cmsadex^s devotion — ^a veritable ' Queen of Beauty.' 

And all these deUeate shades of character and feeling 
are expressed — ^be it clearly tmderstood — by the Music 
alone. Bossi's verses, from first to last, are utterly inane. 
The situations of the Drama are admirably arranged. 
Probably Handel himself suggested not a few of them. 
But the Poetry, divorced from its musical setting, ex- 
presses absolutely nothing. The situations simply furnish 

V 2 
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a material body, into which Handel's Music breathes a 
living soul — just as Shakespeare's Poetry breathed a soul 
into the unpromising^ spectrom of Othello. 

The first representations of Kinaldo were followed 
by certain manifestations of popular feeling which 
must not be passed oyer in silence. Augelletti die 
cantaie, the beautiful Aria cPimitazione, sung by Almirena 
in the First Act, was aided by the loveliest imaginable 
Accompaniment for two Flutes and a * Flageolett/ ^ 
during the performance of which living birds were let 
loose upon the Stage, in great numbers. Addison, after 
fulminating a host of invectives against the construction of 
the Italian Opera as a whole, bitterly derided this silly 
proceeding, in The Spectator ; but^ only on the score of its 
puerility. No voice seems to have been raised against the 
horrible cruelty of exposing the poor little songsters to the 
danger of cremation among the footlights. Let us try to 
forget this — ^if we can — ^in our admiration of the Heroine's 
later Song, in the Third Act, Bel piacer, in which, in the 
MS. Score, at Buckingham Palace, a Violin accompanies 
the Voice, in unison, throughout, though, in the copy 
printed by Walsh, by the author's express permission, the 
Voice is left entirely unsupported, from beginning to end, 
thus furnishing us with a delicious example of the extremely 
raze Aria eenza aceompagnamento in its purest form. 
Handel himself considered Binaldo's Air, Cara sposay the 
best he ever wrote. II tricerbero umiliaio — a magni- 
ficent Aria cUV uniaono allotted to the same Character — 
produced an immense effect, when sung by Nicolini, and 

^ * Haply, for I am blade' 

' We quote from the autograph oopy in the Boyal Collection 
at Buckingham Palace. The German Handel Sooiety gives two- 
Slntes and a Piccolo. 
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was long afterwards popular, in the form of the well-known 
Drinking-Song, Let the waiter bring dean glasses. The 
Hero's grand Aria (Tagilita — Or la tromba — is accom- 
panied hy the full Orchestra, reinforced bj four 
Trumpets and a 'KettelMi and like Venti turbini, 
in the First Act, contains some of the most brilliant 
and difficult passages ever written for the human voice. 
The fine Aria for Armida, which closes the Second Act — 
Vo far guerra — was invested with unusual interest by the 
introduction of an elaborate Harpsichord Accompaniment, 
which Handel was accustomed to play himself with never- 
failing effect. In Smith's copy of the 'Conducting Score,' 
in the Eoyal Collection, the Staves for this Accompaniment 
are left vacant. Ko doubt the great Maestro always played 
it extempore; but Walsh, in the later copies of his printed 
edition,^ gives it in eostenso, under the title of 'The Harpsi- 
chord Peice (sic) perform'd by Mr. Hendel.' We cannot 
doubt the genuineness of this invaluable record, the style 
of which reminds us of more than one of the Organ Con- 
certos^ and still more forcibly of some passages in a 

1 We quote again from the autograph copy at Bnokinghaim Falaoe 
(in the yolnme entitled 'Songs and Sketches/ yol. ii.). The 
Composer, of conrse, wrote for ' Kettle-Drams' (Tympont). 

^ Dr. Chrjsander wrote the first volnme of his biography, and 
edited Rinaldo for the German Handel Society, under the impres- 
sion that this Harpsichord Aooompaniment had passed away with 
the performer. Happily, though wanting in the 'Conducting 
Score,' and in Walsh's printed copy (with the Euglish title-page) at 
Buckingham Falaoe, it is not yet lost. There is a copy of the later 
issue in the Library of the British Museum ; and the author him- 
self is fortunate enough to possess a very fine one. In this Tery 
rare reprint the English title has been erased, and an Italian one 
inserted in its place ; and Binaldo's famous Air is given with the 
English words, Let the vaiter bring clean glaeeBs, inserted under* 
' neath the original Italian ones, H Tricerbero timiUato, 
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Capriccio, contained in the Princess Amelia's Lesson 
^ook, and printed in Kimbault's * History of the Piano- 
forte.' It would he too much to suppose that the Com- 
poser ever confined himself to the printed notes. In fact 
it is quite certain that he always played such passages 
extempore. But we may be sure that Walsh's version — 
the only one we possess — ^fairly represents the general 
style of his performance. 

The March, in the Third Act of Rinaldo^ with its fiery 
passages for four Trumpets, was popular, for many years, 
under the title of ^The Royal Qvardii March'/ and, in 
1728, was introduced, by Dr. Pepusch, into 'The Beggar's 
Opera,' in the form of a Chorus adapted to the words, 
'Let tta take the road. Hark, I hear the sound of coaches J 
The only Chorus written for the Drama by Handel him- 
self was the spirited Gavotte, Vinto e soil delta virttL,^ with 
which it concludes : a worthy pendant to the Gigtte which 
forms the climax of the Overture. 

During the season of 1811, the part of Binaldo was 
sung by I^icolini, and that of Eustazio, by Yalentini 
Signora Boschi impersonated Gofi&edo. Boschi, himself, 
took the part of Argante; and Cassani, that of the 
Magician. The parts of Armida, and Almirena, were 
assigned to Signora Pilotti Schiavonetti, and Isabella 
Girardeau. The Opera was received with a degree of 
enthusiasm quite unprecedented in England. Between 
the 24th of February — ^the day on which the first 

^ This movement has lately 1)6611 erroneoiiBly described as a 
£oiirrtf«, a speoieB of Daaoe Tone to which it bean no sort of re- 
semblance. The Bourr^ is in Common Time, with four Crotchet- 
beats in a bar, each phrase beginning at the f omrth beat. The 
Ockvott§ is in Alia br«v« Time, with two Minim-beats in the bar, 
each phrase beginning and ending, as in the case in point, at the 
half-bar. 
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representation took place — and the 21st of June, it 
enjoyed a ran of fifteen nights in succession. In iS!^, J ) 
it had a second run, of nine nights. It was played again, 
in 1715, in 1717, and eyen as late as 1731. In 1715 it 
was also successfully performed in Hamburg ; and, in 1717, 
it met with an equally enthusiastic reception at Naples. 

The original MS. no longer exists in a connected form, 
though large portions of it grace the Boyal CoUectioin 
at Buckingham Palace. The second volume of the so- 
called ^ Songs and Sketches' contains eighty pages 
of the finished Score, belonging, chiefly, to the 
First and Third Acts ; while the third volume supplies 
some valuable fragments of the missing portions, wIugIl 
were unfortunately misplaced, when the books were bound. 
Another volume^ labelled ' Sonatas,' contains the original 
autograph of the Overture. A complete copy of the 
'Conducting Score' in G. Smith's handwriting, with 
numerous pencil annotations by Handel himself, is pr^ 
served in the same Collection; and many interesting 
fragments, in Handel's own handwriting, have been 
discovered in the Fitzwilliam library at Cambridge. 
Walsh's valuable, but lamentably incomplete edition, 
omitting all the Eecitatives, and many of the Instru- 
mental Farts, was first printed, in 1711, and afterwards 
re-issued, with some very interesting additions. Walsh 
is reported to have made fifteen hundred pounds by 
this speculation, a circumstance which tempted Handel 
to say that the wily nmsie-seller should compose the next 
Opera, and he would publish it The most perfect copy 
yet given to the world was printed by the 'German 
Handel Society' in 1874 ; but, there is still room for a 
more complete edition, illustrated by the rich store of 
documents we have described. 
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Great astonishment has been expiessed at Rossi's 
statement that the Opera was composed in a fortnight ; 
hnty the circumstance is less extraordinary than it appears, 
at first sight. Handel's fertile genius supplied him with 
ideas enough to meet any possible emergency. His technical 
knowledge, and masterful command over the constructive 
resources of his Art, enabled him to write down his thoughts, 
eurrente calamo — as fast as his pen could travel It only 
remained for him to identify himself with the character 
he intended to depict; and the thing was done. The 
swiftness of his touch, like the truth of his colouring, 
arose from the fact that it was not the result of mere out- 
ward observation. He expressed, not what he saw, but, 
what he felt. Disdaining to accept the puppets provided 
for him by the Poet, he created each Character in the 
Drama for himself; endowed it with the richest gifts 
his Imagination could supply; and then, seizing his 
Promethean child by the heart, painted Jram the inside. 
The greatest Art-critic now living tells us that all true 
geniuses are accustomed to do this.^ Assuredly, Shakes- 
peare did it. Though perfectly content with the traditional 
history of the Montagues and the Capulets, as it came to 
him from Italy, he created his own Eomeo and his own 
Juliet. Beaumarchais did the same, as he himself tells 
us, when, persuading himself that hie was Ch6rubin, he 
wrote down the exact words the little Page would have 
spoken, had he existed in the flesh. And Handel identified 
himself, in like manner, with every character he imagined. 

What wonder that a man who wrote thus should find 
Ids pen too slow for the expression of his thoughts ! 

^ See ' Modem Painters.' 



CHAPTEE X. 

IN LONDON AND HANOVBEL 

Handbl made many friends, during the course of his 
first short sojourn in London ; but met with no one more 
truly worthy of his respect than Thomas Biitton, the 
famous ' Small-coal Man.' 

Poor, low-bom, and entirely self-educated, this humble 
amateur was one of l^ature's truest Grentlemen. He 
earned his living by selling small-coal, in the streets, from 
a sack which he carried on his shoulder. When his day's 
work was done, he retired to his meanly-furnished 
dwelling, removed all trace of the morning's occupation 
from his person, and spent the evening, either in practising 
on the Viola da gamba, or in studying the books and 
MSS. of which, during his long life, he contrived to 
amass a very valuable collection. His house was situated 
in Aylesbury Street, a narrow thoroughfare extending 
from Glerkenwell Green to S. John's Street; and stood 
at the comer of a passage, leading, by the old Jerusalem 
Tavern, under the gateway of the Priory, into S. John's 
Square. It had originally been a stable ; but he divided 
it, by means of a wooden flooring, into two storeys, of 
which the lower one served as a cellar for the small-coal, 
while the upper portion formed a long narrow room, so 
low that a tall man could scarcely stand upright in it, and 
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BO difficult of access, that it could only be reached by a 
flight of steps, more like a ladder than a staircase, built on 
the outside of the house. In this rude Concert-Room he 
was accustomed, eyery Thursday eyening, to entertain his 
friends with intellectual conversation, and the best Chamber 
Music that London could produce. Among his guests were 
John Hughes, the Poet, and Sir Roger FEstrange, an amateur 
Violoncellist of considerable renown. John Bannister, 
the Violinist, and Henry Needier, were constant visitors; 
as were also Dr. Fepusch, Obadiah Shuttleworth, Abiell 
Whichello, and Woolaston, the Fainter, who transmitted 
his friend's features to posterity, in two interesting portraits, 
both of which were afterwards engraved in mezzotint, and 
much sought after, by collectors, when impressions began 
to grow scarce. Matthew Bubourg, one of the best 
Violinists of the age, made his first appearance, as a child, 
at one of these meetings, standing upon a joint-stool to 
play his Solo. The Duchess of Queensberry was rarely 
absent from the weekly gatherings. And here Handel 
loved to entertain the company, by playing to them upon 
the Harpsichord, and upon a small Chamber-Organ with five 
Stops ; taking the general direction of the performances^ 
and delighting all who heard him. Britton's ftiends were 
numberless. In spite of his obscure position, he was 
always known as Mr. Britton ; and it was noticed that all 
who spoke with him addressed him, in the courteous 
fashion of the time, as 'Sir.' He died, in 1714, from a 
fright, caused by an ill-advised practical joke of a ventrilo- 
quist ; and is honourably mentioned by Walpole, Heame, 
and many other writers of the time : notably, by Hawkins, 
who has reproduced one of Woolaston's portraits, in the 
fifth volume of his ' History of Music' ^ 

1 Hawkins. *HiBt. of Kns.' vol. v. pp. 70-88. 
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Handel also made acquaintance with Lord Biirlingtony 
Mr. Andrews, William Babell, the Harpsichord Player — 
who gained extraordinary credit by writing a set of 
Lessons on Airs homRincUdo — ^and many other men of note 
and talent whose friendship was well worth having. Li 
their society the time passed pleasantly away ; and^ sootv 
after the close of the Opera Season on the 2nd of June, 
he brought his happy visit to an end, and returned to 
Hanover, to resume his duties as Kapellmeister at the 
Electoral Court, in conjunction with his kind old friend, 
the Abbate Steffani^ 

To this Hanoverian period must be referred the Com- 
position of a laige collection of Italian Chamber Music — 
including, in the opinion of some authorities, the Thirteen 
Duetts printed by Arnold, and many of the Cantatas 
which follow them — and nine German Lieder. Chry- 
sander adds to them — ^we think, somewhat rashly — ^the six 
Hautboy Concertos generally supposed to have been written 
air Cannons. The vocal pieces were composed for the 
Princess Caroline, the Consort of Prince George, the 
Elector's son ; and adapted, for the most part, to Poems 
written by the Abbate Mauro. The Concertos may possibly 
have been played by the Court Orchestra, which was then, 
one of the best in Germany. 

Li the autumn of this year, Handel once more visited 
his family, at Halle. On the 23rd of November, we find 
him standing sponsor to his sister's child, Johanna Friderica 
Michaelsen — ^the 'Johanna Friderica Floerchen, of Grotha, 
in Saxony,' who, in the Will of 1750, is nominated as the 
Composer's residuary l^atee. The records of this period 
leave much to conjecture : but it seems certain that the 
restless Kapellmeister remained but a year, at most, in 

^ Hainwanxig, p. 86. 
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Hanover ; and then, once more obtaining leave of absence, 
on condition that he resumed his duties within a reasonable 
time,^ returned post-haste to London, where, on the 26th 
of November, 1712, he reappeared before the audience 
at the Queen's Theatre, with a new Opera, 11 Pastor 
Fido, 

The libretto of * The Faithful Shep7ierd'—aa it is called 
in the printed book of words — was again prepared by 
Giacomo Bossi, whose verses, in this case, are in no wise 
superior to those in his earlier production, while the situa- 
tions of the Drama are infinitelj less striking. The Music, 
on the other hand, is full of beauties, and abounds with 
subtle delineations of character and expression, which, 
wedded to happier poetry, could scarcely have failed to 
render it immortaL More than half the original MS. has 
unhappily been lost Of the fragments which remain, 
seventy pages— comprising portions of the Second and 
Third Acts, and including the final Chorus, dated ^Fine 
deir Atto terzo. O. F. H, Londres, ce 24 cTOctobr, v. st, 
1712 '2 — YrUl be found in the second volume of the 
'SoDgs and Sketches,' now preserved in the Royal 
Collection, together with a small 4^ Conducting Score, 
complete, with the exception of the Overture, and enriched 
with autograph annotations, in penciL The principal Airs 
— ^many of which reappear in later Operas — ^were printed 
in two Books, by Walsh, whose edition is now extremely 
rare. The complete Opera remained unpubUshed till 1876, 
when it was printed by the Grerman Handel Society, with 

^ Mainwarisg, p. 86. 

> The letters <Y.8t.' indicate the 'Old Style,' which xemained 
in use in England until the year 1762, when, by Act of Parlia- 
ment;, September 3rd, Old Style, became September 14th, New 
Style ; the year beginning thenceforward on the let of Januazyi 
instead of the 26th of March. 
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a lestoiation of the Overture from the separate Orchestral 
Farts. 

The roh of Mirtillo, the hero of the piece, was origmallj 
entrusted to the Cavaliere Yaleriano Pellegrini, an artificial 
Soprano then on his first visit to England; that of the 
second male character, Silvio, to Yalentini; and that 
of the third, Tiresio, to Bichard Leveridge, the popular 
Bass, who had, by this time, learned to sing in Italian. 
The parts of Amarilli, Eurilla, and Dorinda, were 
assigned to Signora FUotti Schiavonetti, Signora Mar- 
garita de PEpine, and Mrs. Barbier, a deep Contralto. 
Notwithstanding its great beauty, the Opera failed to 
attract full houses, and was repeated during the winter 
season no more than six times, though it was several 
times revived at a later period. 

Early in the ensuing year, II Pastor Fido gave place to 
TeseOy a work of greater importance, and planned on a 
mach grander scale. 

The libretto of the new Opera was written by Nicola 
Haym, an author of considerable literary attainments 
and a Composer of some merit. Contrary to esta- 
blished . custom the Drama is divided into five Acts. 
The Scene is laid in Athens, and the plot turns almost 
entirely upon the jealousy of Medea (Soprano), who 
is wildly enamoured of Teseo (Soprano), and determines 
to destroy her rivals AgUea (Soprano), by the power 
of sorcery. In the Third Act^ she endeavours to put 
this design into effect by means of the most terrible 
incantations she can command. In the Fourth, she 
deceives the lovers by a pretended reconciliation. In 
the Fifth, she changes her plans, turns her wrath 
upon the hero himself, and endeavours to persuade his 
father, Egeo (Contralto), to poison him. Egeo yields to 
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the temptation, but lecognises his fKm, by the sword he 
carries, just in time to avoid the parricide. The Drama 
ends with the union of Teseo and Agilea, and of another 
pair of lovers, Arcane (Contralto) and Clizia (Soprano), 
who have but little connection with the real action of the 
piece. 

The Music of Teseo is, in some respects, finer than even 
that of Binaldo; and the Composer's power of creating 
his own Dramatis persona is no less clearly apparent, 
here, than in the earlier Opera. The characters of Medea, 
Agilea, and Teseo, have been compared with those of 
Armida, Almirena, and Binaldo; but there is really no more 
resemblance between them, than between those of Macbeth 
and Eichard IIL, or Sylvia and Miranda. A strong and 
unmistakable individuality pervades them alL Teseo has 
none of the weakness of Binaldo, and needs no one to 
rouse his sleeping enetgies. Agilea's affection differs, toto 
ccbIoj from Almirena's, both in its nature, and in the mode 
of its expression. Medea^ though everywhere a Princess, 
is a tigress in her love, and a fiend in her enchantments, 
which the Violins and Basses accompany in snaky coils 
like those allotted to Lucifero in the ^Besurrezione,^ From 
fijnt, to last, there is nothing of the woman about her. 
She could no n^ore sing Armida's ' Ah I cntdd / il jpianto 
rtdo^ than Goneril could sing Desdemona's ' Song of the 
Willow.' Alexandre Dumas, in his unfinished novel, 
IsojoA Lacguedemf draws a wonderful picture, in which, 
centuries after her death, Medea expresses her regret that 
her knowledge of magic did not suffice to restore her 
murdered children to life. Handel's Medea would never 
have shown even so much human feeling as that. 

It is in these subtle delineations of the inner life of his 
subjects that the Composer gives us, in these early wozks, 
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a foretaste of tlie power which culminated, years after- 
wards, in the ineffable expression of ' Deeper and deeper 
still ' and ' He was despised.' The later creations betray 
the presence of no new faculty. The Master^s command 
over the feelings of his audience is essentially the same, 
in all his works; only, as the man grows older, he shows 
a more comprehensive experience of life. His own long 
fights with care enable him to discourse to others with 
a more persuasive eloquence than he was able to use 
when all was bright and joyous in the present, and glow- 
ing with hope for the future. The forms of expression 
upon which RinaUdo and Te^eo depend for the depth of 
their effect are as real as those which all the world 
admires in Samson and Judaa Maccabeus. The only 
difference is, that in the one case they are attempered 
by a more matured acquaintance with human nature than 
in the other. In both, they are perfectly true, and per- 
fectly natural 

The autograph copy of Teseo is far less complete than 
even that of BinaMo : but^ the second volume of ' Songs 
and Sketches' already alluded to contains thirty-eight 
pages of the original Score, including a considerable 
portion of the Fourth Act, and, fortunately, the con- 
cluding Chorus of the Fifth, duly signed, and dated, 
*Fine del Drama, G. F. H, d. Londres^ ee 19 de Decemhr. 
1712.' The Boyal Library also contains two complete 
Conducting Scores; besides a large copy, complete with 
the exception of the Becitatives, and labelled, by the 
bookbinder, 'Original Score,' though it is certainly not 
in Handel's handwriting. The entire Opera, including 
the Becitatives, was one of the earliest works printed in 
Arnold's valuable, though cruelly maligned collection. 
Ko other edition was published in the eighteenth century ; 
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nor did any repnnt appear, until the whole was edited, by 
Dr. Chrysander, f6r the German Handel Society, in 1874. 
From the dedication prefixed to the printed libretto, by 
K. Haym, we are led to infer that the Music was com- 
posed at Burlington House. On the occasion of its first 
performance, on the 10th of January, 1713, the Cayaliere 
Yaleriano appeared as Teseo; Yalentini, as Egeo; Mis. 
Barbier, as Arcane; Sig** Filotti Schiavonetti, as Medea; 
gigra Margarita de I'Epine, as Agilea ; and Sig™ Yittoria 
Albergatti, as Clizia. The Opera was performed twelve 
times, in succession, to crowded houses ; and mainly sup- 
ported the establishment, during the entire season. On 
the 15th of May, a special performance took place, 'for 
Mr. Handel, with an entertainment for the Harpsichord ; ' 
and on the 30th of the same month, the season came to 
an end. 



CHAPTER XL 

THB UTRBCHT TB DEUIC 

On the 6iih of Febiuary, 1713, G. F. Handel (as Le 
thenceforth almost inyariahly signed himself) made 
his first appearance before a London audience, with a 
Composition adapted to English words. 

This circumstance is invested with a far deeper 
significance than we should, at first sight, be led to 
suppose : for, in the so-called ' Birthday Ode,' composed 
for Queen Anne, and sung, most probably at S. James's, 
on the forty-ninth anniyeisary of her entrance into the 
world, we first find dear indications of the grandeur of 
style which distinguishes the Composer of 'Messiah,' 
and ' Israel in .^Igypt,' from all other Masters, of his own, 
or any other age. 

We have been told, that our best English Music was 
made for us, by a foreigner. But, those who utter this 
taunt forget that an appreciatiye audience is as necessary to 
the development of a new Style as the Master who creates 
it : that, in the absence of sympathising listeners, the per- 
petuation of a School is impossible. Handel conceived 
his last and greatest Style of Composition to meet the 
taste of his English auditors; used it only when setting 
English words to Music; and found himself, through its 
influence, placed so closely en rapport with the musical 

a 
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public, that, attracted hj a sympathy more powerful than 
that of patriotism, he at once made common cause with 
his new friends, forsook his Fatherland, and dwelt among 
us, as a naturalised English subject, for the remainder of 
his life. Except in England, this new Style has nowhere 
been thoroughly appreciated. In France and Italy, 
it is, and always has been, utterly unknown. To the 
great mass of the Grerman people it has absolutely nothing 
to say. Where sympathy with the genius of Bach has 
produced its richest fruit, reverence for that of Handel 
has invariably failed to take firm root. So true is this, 
that even the monumental publication of the 'German 
Handel Society ' can only be regarded as the expression 
of an individual admiration for this great Composer's 
works. It is given to us by the self-denial of a single 
devoted worshipper — all honour to him for his labour 
of love ! To his ardent zeal, and untiring patience, it 
bears the noblest testimony : but, it is far from repre- 
senting the united voice of Grerman musical predilection. 
Handel is oars ; and we alone know how to valae him. 
As Willaert founded the Venetian School; as Lulli 
dowered France with a School of Dramatic Music; so 
Handel has given us a School of English Oratorio, which 
owes its existence to the peculiar bias of our national 
taste, as truly as does the Literature of the Elizabethan 
sera, or the Pointed Arch of 'Early English' Architecture. 
The works which grace that School are as purely English 
as the landscapes of Gainsborough, or the satires of 
Hogarth; the sweet verses of Gray, or the humbler 
rhymes of Cowper. And the School is for all tima It 
will Uve, as long as our present tonal system shall con- 
tinue to exist As long as Englishmen are Englishmen, 
it will speak to their Seligious Faith, and artistic sense of 
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l)eantyy as no other music has spoken, since the days of 
Tallis, and Byid, and Fanant, and Orlando Gibbons — 
for, it is as truly English as the Cathedral Masic of the 
sixteenth century. 

We do not say that the *Bnihday Ode* exhibits 
this grand style in the fulness of the sublimity which 
forms its most prominent characteristic. It does nothing 
of the kind. But, it shows traces of it. In his next 
great work, the Master rose to a higher leveL Finding 
his hearers responsiye to the inyitation of his genius, 
he bade them follow him, from the outer Courts of the 
Temple of Art, to the sacred recesses of those Adyta 
penetralia into which no human thought had as yet 
presumed to intrude. 

In the year 1694, Henry Furcell composed, for the 
Festival of S. CsBcflia, the first English Te Beum that was 
ever enriched by full Orchestral Accompaniments. So 
weU was this great work adapted to the prevailing taste 
of the period, that, for eighteen years consecutively, it 
was r^^ularly performed, in S. Paul's Cathedral, for the 
benefit of 'The Sons of the Clergy.' "No doubt, Handel 
heard it there; for, his affection for Father Smith's 
beautiful Organ attracted him to the Cathedral constantly: 
and, if so, he must have listened to Purcell's harmonious 
progressions with more than ordinary interest, since they 
represented the English School of Church Music, in the 
highest phase of development it had as yet attained in 
combination with instrumental support. And it was 
precisely at this point that he cast in his lot with the 
English School; and led it onwards towards a greatness, 
the fuU glories of which it was scarcely possible that 
he himself could then have distinctly foreseen. In the 
Birthday Ode-^'Or Berencda, as it is sometimes called — he 

G 2 
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contents himself with the introduction of shortFugal Points, 
little more folly developed than those of Poroell. In 
the Utrecht Te Deum^ composed to celebrate the Peace 
of 1713, and first performed, on the 7th of July in that 
year, in all probability at S. Paul's Cathedral, he launches 
forth, at the very outset, into a magnificent Double 
Subject, which gives us no mean foretaste of the power after- 
wards brought to perfection in Igrad in .^Igypt^ and ends 
by building, upon an apparently simple fragment of the old 
Ecclesiastical Oantofermo^ one of those huge conceptions 
in which he distances all competition, and stands abso- 
lutely alone. It has been said of the Theseus of the 
Parthenon, that it looks as large, in the reduced model 
published by the Arundel Society, as it does in the 
original ; and as large, in the original, as if it had been 
hewn out of the entire side of Mount Pentelicus. And so 
it is with these immense Choruses. They sound as grand, 
when reverently interpreted by an ordinary Cathedral 
Choir, as they do — or, alas ! once did — at Exeter Hall ; 
and as grand, at Ezeter Hall, as at the Crystal Palace. 

The Te Beum is followed, like that of Purcell, by a 
Jubilate^ which forms a worthy pendant to the first divi- 
sion of the work Here again, after a jubilant intro- 
ductory Chorus, the Composer presents us with a gigantic 
Double Fugue, founded, like that at the dose of the 
Te Deum, upon a fragment of Ecclesiastical Plain Chaunt 
And here, again, he concludes his work with a cunningly- 
devised network of contrapuntal design, the involutions of 
which are managed with such consummate skill, that all 
thought of their learning and ingenuity is lost in the 
breadth of their effect. 

Though, as we have already said, the Utreclit Te Deum 
was not publicly performed until the 7th of July, 1713, the 
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date appended to the original MS., in the Eoyal library — 
£L D. G. \ G. F. H. \ I/mdres ce li de Janv. v. st. \ 
1712 — ^proves it to have been completed — ^no doubt, in 
anticipation of the approaching FeBtival — some weeks 
before the Birthday Ode?- We may therefore fairly 
regard it as Handera first great English work : and we 
shall probably be not far wrong, if we assume that the 
Composer used the ' Ode ' as a means of testing the amount 
of sympathy upon which he could depend, on the part of 
his audiences ; and that, finding them ready to go with 
him as far as he was prepared to take them, he never 
afterwards wavered in his determination to pursue his 
new Ideal to its legitimate end. 

The Te Deum and Jubilate are both included in 
Arnold's printed collection* A very incorrect edition of 
the Jubilate was published, many years ago, by Messrs. 
Breitkopf and Hartel, at Leipzig: and, in 1869, both 
divisions of the work were published by the German 
Handel Society. 

Both at Court, and by the general public, the Composi- 
tion was hailed, with delight, as a welcome addition to 
the already rich repertoire of English Cathedral Music. 
Queen Anne, though too ill to be present at its first per- 
formance in S. Paul's Cathedral, heard it afterwards, in 
the Chapel Boyal, at S. James's, and rewarded the Com- 
poser with a pension of two hundred pounds per annum, 
for life. During the next thirty years, it was performed, 

1 The sabstitntion of 1712 for 1713 is aooonnted for by the 
pecnliarity of the Old Style, described in Appendix A. The 
date at the end of the JvbilaU has been partly cnt away by the 
bookbinder; bat, the fignres 1713 are distinotly visible. The 
aatograph Score of the Birthday Ode, in the same Collection, ia 
undated. 
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at S. Paul's, alternately with Parcell's Te Deum, for the 
benefit of 'The Sons of the Claigy.' This honour it 
enjoyed, till 1743, when the Dettingen Te Deum caused 
all other works of the kind to be Liid aside ; and, for this 
reason alone, it is now almost forgotten, even in the land 
of its birth. 



CHAPTER Xn. 

▲T BUBIilNQTON HOUSE. 

Thb intimacy of the rapport thus firmly eBtablished, once 
and for ever, between the musical taste of the English 
public and the peculiar bent of Handel's genius, tempted 
the truant Kapellmeister to prolong his absence from 
Hanover far beyond the * reasonable time ' prescribed by 
the Elector. Nearly a year was occupied with a visit to 
Mr. Aadrews, a distingoished amateur, with whom the 
Composer spent some time in London, and many months 
at Bam Elms, in Surrey, a pleasant country-house, in 
which the Muses were worshipped with unaffected devo- 
tion.^ The next three years were passed at Burlington 
House, in Piccadilly, where, as the honoured guest of 
Bichard, Third Earl of Burlington, Fourth Earl of Cork 
and Orrery, and Second Baron Clifford of Lanesborough, 
Handel spent his mornings in study, and his evenings in 
conversation with the choicest spirits of the age. Lord 
Burlington was a noble patron of Art ; and, though he de- 
lighted in collecting together the greatest Statesmen, Poets, 
Painters, Musicians, Men of Letters, Philosophers, Men 
of Science, and other celebrities of the time, took so much 
delight in solitude and meditation, that when the Elector 
asked him why he had built his house ' in the middle of the 

^ Hawkins, y. 270. 
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fields/ lie leplied that he had chosen the spot because no 
one else could build there beside him. For, though within 
half a mile of S. James's Palace, Piccadilly was in those 
days so ' far from the madding crowd/ that it was not con- 
sidered safe to visit it at night without a posse of link- 
men and armed retainers strong enough to defend the ad- 
venturous traveller against any number of highwaymen he 
might chance to encounter. Here, thankful to escape from 
the excitement of town life to the quiet peace of a lonely 
suburb, Pope, Gay, and the true-hearted Dr. Arbuthnot 
listened, on the site now occupied by the Koyal Academy 
of Painting, to Handel's matchless performances upon the 
Harpsichord ; the first, with ill-disguised impatience ; the 
second, with uninstructed though genuine and healthy 
pleasure ; and the last, with the cultivated intelligence of a 
true lover of Art for its own dear sake. And here Handel 
passed a time of comparative inaction, so far as public per- 
formances were concerned ; though he constantly directed 
the Music at his host's receptions ; played on the Organ, 
to delighted Congregations, at S.Paul's Cathedral; and, 
when not otherwise engaged, spent many pleasant evenings 
at the Queen's Arms Tavern, in 8. Paul's Church Yard, 
whither he was accustomed to adjourn with the Choir, 
after Service, for the purpose of playing to his friends 
upon the Harpsichord. 

Meanwhile, the long-delayed return to Hanover was 
finally prevented, by an event which had been long 
foreseen, though few were quite prepared for the sudden- 
ness of its occurrence. On the 1st of August, 1714, 
Queen Anne, whose health had, for some time past, been 
considered very precarious, died, somewhat unexpectedly. 
On the afternoon of the same day, the Elector of Hanover 
was proclaimed, with the formalities customary on the 
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Accession of an English Sovereign. On the 18th of 
September, he landed at Greenwich; on the 20t]), he 
anived at S. James's Palace; and, on the 20th of 
October, the Ceremony of his Coronation was performed 
in Westminster Abbey. 

Handel now began to see that he had tempted the 
forbearance of his patron too far. He dared not present 
himself at S. James's; but he was not without firm 
friends at Court, and he was philosopher enough to bide 
his opportunity with patience. 

It must have been about this time, as nearly as 
can be conjectured, that he composed an Opera, which 
Schoelcher, with no reasonable evidence whereon to 
base his theory, refers to the Boman period. 

Concerning the authorship of the libretto of &illa 
no one has ever ventured to hazard so much as a guess. 
The work is planned on a very small scale, compared 
with that of Teseo^ or even of II Pastor Fido ; and is, 
moreover, so short, that Chrysander's suggestion that it may 
have been intended for private performance at Burlington 
House furnishes us with the only reasonable hypothesis 
upon the subject that has ever yet been offered. It 
is certain that it was never performed in public; and, 
bearing in mind the prevailing taste for spectacle, one 
can scarcely believe it possible that it would have been 
favourably received at the Opera-house. The Boyal 
Collection contains (in the second volume of 'Songs 
and Sketches') sixty-two pages of the Score in the 
Composer's lumdwriting; as well as a Conducting 
Score of the complete Opera, containing the whole of 
the Recitatives, but without an Overture. Another 
complete copy, once the property of Sir John Hawkins, 
and labelled, * Sylla, An Opera hy Gio. BononcinOy is 
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now in the British Museum.^ Bui, with the exceptLon 
of Songs transferred to other Operas, no portion of it was 
ever printed, nntil the year 1875, when the complete work 
was published by the German Handel Society. 

Silla was soon followed by a more important Opera, 
founded upon the old French Bomaunt^ Amadis de Gaid, 
and produced, at the King's Theatre — as the Opera- 
house was thenceforth called — under the title of Amadigi. 

The libretto for this gorgeous Drama was ostensibly 
prepared by the new manager of the Theatre, 'C!ount' 
Heidegger, a Swiss adyenturer, afterwards castigated in the 
< Dunciad,' and so dead to every feeling of self-respect^ 
that he not only submitted to, but actually encoun^ed, 
the perpetration of practical jokes, of the coarsest possible 
description, leyelled at his own remarkable pemonal ugli- 
ness. Whether he really wrote the Poem, or not, it is 
difficult to say : but, he dedicated it to Lord Burlington, 
alleging as his reason for doing so, the fact that the Music 
had been composed in the Earl's own family. The story 
turns upon the enchantments of the Sorceress, Melissa, 
(Soprano), whose character differs as strongly from Medea's 
as Medea's does from that of ArmidiL Like these, she 
falls desperately in love with the hero of the piece, Amadigi 
(Soprano); but, in one respect, she is more subject to 
human weakness than either. When warned, by a 
messenger from the Other World, that her machinations 
have failed, and that the happiness of her rival, Oriana, 
(Soprano), has been inevitably decreed by a Higher Power, 
she falls a victim to despair, and kills herself, taking leave 
of the hero she has really loved, in tones of such inefEable 
tenderness, that even her rival is moved to compassiaD. 

^ Add. MSS. 533i. 
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Axnadigi is a true knight, and a faithful lover; and 
Oriana's character is more captivatingy in many respects, 
than that of either Almirena or Agilea. The love-passages, 
in the First Act, are charming, on both sides. Amadigi's 
rival, Dardanns, Prince of Thrace (Contralto), plays a role 
of considerable importance in the earlier portions of the 
Opera; but when, after death, he reappears, as a Ghost, 
his character is pervaded by a new and thrilliDg interest. 
The solemn Aria parlante, in which he forewarns Melissa 
of her f ate-— ^ Han' penetrato i detti tuai '—embodies one of 
the most striking effects in the Opera, and presents us with 
a picture, no less awful, in its shadowy mystery, than that 
which Shakespeare has given us, in the utterances of the 
Boyal Ghost in Hamlet. 

A considerable portion of the Music of SiUa reappears, 
with more or less alteration, in Amadigi ; but, without in 
the least degree diminishing the unity of purpose which 
pervades the whole. This, indeed, forms one of the 
strangest peculiarities of Handel's method of procedure. 
He constantly uses ideas, themes, phrases, and even Songs 
and elaborate pieces, twice, or even three times, in different 
Operas, or Oratorios : but they always adapt themselves 
so perfectly to the situations in which he places them, that 
we find it impossible to believe they could ever have been 
intended to fill any other place than that in which they 
appear at the moment. By some special form of Alchemy, 
unknown to other Composers, he turns all he touches, not 
only into gold, but into gold cast into the exaet form 
in whidx he proposes to use it 

This Opera was first produced on the 25th of May, 
1715, on which occasion the Characters of Amadigi, Dar- 
danus, Melissa, and Oriana — ^the only four included in the 
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Dramatis peraance — were assigiied respectively to Nicolini, 
Signora Diana Yico, Signora Pilotti Schiavonetti, and Mrs. 
Bobinson. 

The last-named lady played so important a part in 
the dramatic history of the period that it is impossible 
to pass oyer her first appearance in an Opera by Handel 
without some notice of her artistic qualifications, or even 
to mention her name without alluding to the strange 
events which, in spite of her spotless character and 
retiring disposition, made it for a time so unenviably 
famous. 

Anastasia Bobinson was the daughter of a Painter, 
who, struck by the extraordinary talent she manifested 
for Music, when in her childhood, caused her to be care- 
fully instructed by Dr. Croft, Sandoni, and ' The Baroness.' 
He seems to have done this, in the first instance, rather 
with the idea of cultivating her natural gifts than that of 
introducing her to the public. But, being visited late in 
life with total blindness, and thus prevented from follow- 
ing his profession, he became entirely dependent upon his 
daughter for his own maintenance and that of the family 
circle. Anastasia behaved nobly. Conquering her natural 
timidity, she first sang at private concerts, and then 
accepted an engagement at the Opera-house, where she 
made her first appearance on the 27th of January, 1714, 
in a Pasticcio, called Oreao^ with marked success, which 
continued unabated until her final retirement from the 
Stage in 1 724. Though ker intonation is said to have been 
uncertain, she soon became a popular favourite, and by hex 
beauty and accomplishments attracted a large circle of 
admirers. One of the most ardent of these was the Earl 
of Peterborough, whose long-continued devotion induced 
her to accept his offer of marriage, though he selfishly 
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insisted upon keeping the nnion seeret until a ' convenient 
opportunity' for its public acknowledgment should present 
itself. The wedding was accordingly celebrated in strict 
privacy, but in the presence of the Countess of Oxford, 
who was one of Anastasia's most intimate friends, and 
therefore a fitting witness of the ceremony. This event 
took place in the year 1724^ and though Mrs. Bobinson 
then retired from the Stage, she still retained her maiden 
name, and refused to dwell beneath the same roof as hei 
husband, so long as he held her right to share his name 
and title in abeyance. At length, however, being seized 
with a dangerous illness, he entreated her to come and 
nurse him, at his country-seat, Mount Bevis, near South- 
ampton. She consented to do so, on condition that he 
would at least allow her to wear her wedding-ring. To this 
compromise he agreed ; and she nursed him so tenderly, 
and so nearly lost her own life in so doing, that^ after his 
recovery, his heart was melted. Bequesting her to meet 
him, oae day, in the room over the gateway of the clock- 
tower at S. James's Palace — a large apartment then 
occupied by his niece's husband, Mr. Pointz, tutor to 
Prince WUliam, afterwards Duke of Cumberland — ^he 
assembled together all the principal members of his 
family, and, in their presence, publicly acknowledged her 
as Countess of Peterborough, and paid so feeling a tribute 
to hei affection that she fainted at the unexpected avowaL 
From this time forward she resided with him, until his 
death, which took place, at Lisbon, in 1735. As Countess 
Dowager, she retained possession of the family estates, and 
lived in great retirement, at Mount Bevis, for fifteen years, 
dying there, in 1750, respected and beloved by all who 
knew her. These circumstances were communicated to 
Dr. Buzneyi many years after her death, by her intimate 
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friend, Mis. Delancy, a lady of whom we shall haye more 
to say at a later period.^ 

Mrs. Robinson's voice was^ originally, a high Soprano ; 
but, after a severe illness, it sank to the compass of a 
Contralto, and never afterwards recovered its upper 
register. She was still singing Soprano, when Handel 
entrusted her with the r^ of Oriana, in which she achieved 
a great success. The Opera, indeed, soon became an esta- 
blished favourite : though it did not, like Rinaldo and 
TeaeOf start with an uninterrapted run. Kicolini was 
always magnificent The Pilotti Schiavonetti was de- 
servedly admired; Diana Yico, the successor to Mrs. 
Barbier, was a thoroughly efficient Contralto. The 
costumes, scenery, and furniture were superb. Much 
attention was attracted by a fountain of real water : and 
the machinery employed for the various changes was so 
complicated, that the custom of permitting subscribers 
free access to the Stage was discontinued. That the 
Decorations were travestied, and the Shade of Dardanus 
represented by the 'Ghost of an unborn Child,' in a 
' Tragicomic Pastoral Farce ' written, by Gay, for Drury 
Lane, and in another Parody produced, at the Theatre in 
Lincoln's Inn Fields,^ was only a proof of the popularity 
of the original work, which remained the chief attraction, 

2 Burney. < Hitt. of Kagic/ If. 244-249. 

3 The Theatre in Linoobi's Inn Fields— called, also, ' The Duke's 
Theatre ' — fiZB first established, on the site of an old tennis coorC, 
by Sir William Davenant, in 1662. In 1695, it was refitted ; and, 
some eighteen years later, it was entirely rebuilt, by a Uwyer, 
named Ghristopher Sioh, whose son, John Bich, the oelebrated 
Harlequin and Manager, reopened it, in 1714^ with great success. 
At a later period it was used as an Opera-house, and turned to 
serious account in the quarrel between Handel and his powerful 
rivals. All taaoes of it have long since disappeared* 
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Tiiitil the close of the season, on the 9th of July, and was 
again presented on the leopening of the House, in 1716. 
The original Score appears to be hopelessly lost. The 
Eoyal Collection contains a complete Conducting Score, 
and a large folio copy, without the Becitatives, labelled 
* Original Score ' by the bookbinder, but quite certainly 
not in Handel's handwriting. The only printed edition 
is that issued by the German Handel Society, in 1874. 



CHAPTER XIIL 

OONOERNINa THE 'WATER HUSIOK.' 

NoTWiTHSTANDiNO hifl eztraordinaiy popularity in London, 
Handel was still an exile from S. James's; though Prince 
Greorge, and his Consort, the Princess Caroline, were 
present at more than one performance of Amadigi^ and 
proved, by their frequent visits to the Theatre, that they 
were not indifferent to the merits of the entertainment 
presented to them. 

For the true explanation of this difficulty, we 
must look a little beneath the surface. The head and 
front of Handel's offending lay less in his prolonged 
absence from his post than in the share he had taken in 
the Festivities consequent upon the Peace of Utrecht — ^an 
event which was regarded by the House of Hanover with 
extreme disfavour. But for this, a reconciliation would 
have been easy enough. It was the Utrecht Te Deum 
which stood in the Kapellmeister's way. Kind friends 
were, however, at work for him ; and their good offices 
were soon followed by very happy results. 

On the 22nd of August, 1715, the Boyal Family, 
accompanied by a numerous suite, proceeded, by water, 
from Whitehall to Limehouse. "When they returned, in 
the evening, both sides of the river were illuminated; 
cannons were fired; and an immense number of boats, 
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filled with well-dressed spectators, followed the pro- 
cession. While the prepaiatioiis for this brilliant water- 
party were in progress, Handel's old and faithful friend. 
Baron Kielmannsegge, concocted, with the aid of Lord 
Burlington, an ingenious plan, for the purpose of bringing 
the Composer once more into favour. By advice of these 
two prudent counsellors, he wrote a series of Instrumental 
Movements, for two Solo Violins, Flute, Piccolo, two Haut- 
boys, one Bassoon, two Horns, and two Trumpets, supported 
by the full Stringed Band ; engaged an efficient Orchestra, 
for the performance of his Music; and caused it to be played, 
under his own direction, upon a boat, in which he followed 
the Boyal Barge closely enough to allow his delightful enter- 
tainment to be heard distinctly by all on board. King 
George was an enthusiastic lover of Music. The beauty 
of the performance at once attracted his attention ; and, 
after listening to it with delight, he inquired the name of 
the Composer. The Baron, who was present, waited only 
for this opportunity of improving the occasion. Making 
the best excuse he could for his friend's delinquency, 
he pleaded lus cause so eloquently, that the quondam 
Elector^s resentment was appeased, upon the spot; and 
all that was needed, in order to effect a formal recon- 
ciliation, was, a plausible excuse for the introduction of 
the truant^ at Court The opportunity for this was 
soon provided. Geminiani — another faithful friend — 
having been invited to play some new Concertos at the 
Palace, declared that Handel's Harpsichord Accompani- 
ment was indispensable to their satisfactory effect. Per- 
mission was accordingly given for Handel to present 
himself; he offered the necessary apology for his long 
absence from Hanover; his* excuses wero graciously 
received ; and he was dismissed from the presence with a 
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penflion of two bundled pounds a year, in addition to 
that which had already been granted to him by Anne 
of Denmark. Not long after this, his reaouioes wete 
augmented by a third pension, of equal amount, disbursed 
from the privy purse of the Princess CSaroline, in con- 
nection with the appointment of Musical Preceptor to 
the young Princesses, her daughters : and this aggregate 
sum of £600 a year he continued to enjoy until his 
death.1 

The movements of the Water Munch bear a close 
analogy to the Suite of Dance Tunes already described 
as having been added to the Overture to Almira, in 
order to transmute it into a fitting Prelude to Rodrigo, 
In one respect, however, they differ entirely from those 
delightful Aira de Ballet, The style of their Instru- 
mentation unquestionably owes its origin to the peculiar 
circumstances under which it was intended that they 
should be performed. The Parts for the Wind Instru- 
ments — ^more especially those for the Horns — are so 
arranged as to produce the loveliest possible effect, when 
heard across the water. When effects like these were 
new, they must have delighted their hearers beyond all 
measure : and we believe we only do ourselves justice, 
when we say, that, old as they now are, they would 
delight even our jaded eus, could we only get a chance 
of listening to them, instead of to the fashionable trivi- 
alities which too often render the boredom of our open-air 
performances intolerable. The Sarabandes, Gravottes, 
and Bourr^es, of the eighteenth century, are among 
the choicest of its musical treasures; and it would be 
difficult to find more perfect examples of the style than 
these. The Fugue which introduces them, with its clear 

' Haiawaring, pp. 90-82. 
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jubilant Subject, like the clanging changes of a peal of 
bells, is one of the most brilliant inspirations of its class 
that the CJomposer has left n& Yet, no less telling, in 
a different way, are the Hornpipe, the Airs, the Minuet, 
and other shorter divisions of the work, the quaint 
dignity of which presents as healthy a contrast to the 
seductions of a modem set of Waltzes as does a group 
of rich Blue China, bearing the cachet of the purest 
Dynasties, to the latest monstrosities . from a tent^-rate 
Staffordshire factory. 

The evidence which refers the first performance of 
the Water Afueick to the Royal boating-party of 1715, 
under the circumstances we have narrated^ is too positive 
to admit the possibility of doubt But there is strong 
reason to believe that it was played a second time, on the 
17th of July, 1717, by a Band of fifty Performers, who, 
seated in an open barge, accompanied the Boyal Family 
to a supper-party, given by Lady Catherine Jones, at the 
bouse of the late Lord Banelagh, at Chelsea ; on which 
occasion Baion Kielmannsegge again arranged the details 
of the entertainment, and Handel again directed the 
Orchestra, with such success that Eing George commanded 
the entire Composition to be thrice repeated. 

The greater part of the original MS. seems to be 

irretrievably lost; but autograph copies of two of the 

Movements, differing considerably &om the printed 

edition, are preserved in the Library of the Britbh 

Museum.^ The earliest printed edition is that issued by 

Walsh, in 1740. Some forty years afterwards, it was 

reprinted by Dr. Arnold ; and many later editions have 

appeared, from time to time, though none of equal 

authority with the two earlier ones. 

^ Add. M88., 30, 810. 

H 2 



CHAPTER XIV. 

THB SBOOND PASSION ORATORIO. 

On the 9ih of July, 1716, the Eing returned, foi a time 
to Hanover, taking Handel with him. 

It will be readily nndenstood that the Kapellmeister's 
pen found comparatirely little employment in the Elec- 
toral Palace, whence the Court had been absent for nearly 
two years, and in which it was never again likely to 
reside continuously. But Hamburg was still a living 
centre of production; and, for its principal Church, 
Handel planned, and executed, a second Passion Oratorio, 
on a far grander scale than that of 1704. Barthold 
Heinrich Brockes, a Poet who enjoyed a high reputa- 
tion in Hamburg, had written, in 1712, a Sacred Poem, 
entitled 'Der fur die Siinden der Welt gemartete und 
sterbende Jesus ' — ' Jesus, tortured and dying for the sins 
of the world.' Eeinhard Keiser at once set this to Music: 
and his Composition was first performed, in 1712, in 
Brockes's house ; and, again, during Holy Week, in 1712, 
and 1713, in one of the Churches in Hamburg. Telemann 
set the same Poem to Music, for the Holy Week of 1716 ;. 
and, in the autumn of that year, Handel also gave his 
attention to the subject, and produced a work, which, 
though still extant in MS., was known only by very 
vague report, until the year 1863, when the complete 
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Score was published, for the first time, by the German 
Handel Society. Since then, Messrs. Novello and Go. 
have published an English edition, with Organ Accom- 
paniment ; the work is now, therefore, within the reach 
of alL Of its reception .in. Hamburg we have no certain 
record; but Matthoscn, 'wbo'sefttle JPoepoi to Music, on 
his own account, in 1718, tells 'U8,:wilin'chaxact^ri3tic 
modesty, that his version was preferred both to HjiikKvI's- 
and Telemann's. 

Handel's Second German Passion^ as it is now generally 
called, differs entirely from the earlier Passion according 
to S. John, and bears no analogy at all to the Passion 
Music of Sebastian Bach. The Choruses are expressive, 
or vigorous, in accordance with the nature of the words ; 
but none exhibit any very striking form of contra- 
puntal development : nor do they ever rise to the grandeur 
of the Utrecht Te Deum or Jubilate. It would almost 
seem as if the Composer, having once set English words 
to Music, could nevermore identify himself with the 
School he had forsaken, or do hia best in connection with 
German Poetry. He never attempted the task again; 
and we, at least, have no reason to complain of his change 
of tastes and feelings. 

During this short visit to Germany, Handel renewed, 
at Anspach, his acquaintance with an old college friend, 
John Christopher Schmidt, who afterwards accompanied 
him to England, and 'regulated the expenses of his 
public performances, and filled the office of treasurer, 
with great exactness and fidelity.'^ This gentleman's 
little son, John Christopher Smith, was a great favourite 
with Handel, who removed him from school when he 
was thirteen years of age, instructed him in Music, 

^ Coze's ' Asecdotei,* p. S7. 
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and afterwards employed him for many yeais as his 
amannensifl^ while treating him with the affection of a 
confidential friend.^ 

The exact duration of the Compoeef s sojourn in Crer- 
many is not mentioned by any of his biographers. All 
we know is, that Qe^w^ L quitted .Hanover on his return 
^oumey to Etijg^ia^i op: the ISth of January, 1717, and it 
>^m^ hig^y improbable that he would have left his 
Kapellmeister behind, even had Handel's presence not 
been absolutely necessary in I/>ndon. In point of fact, his 
presence had become yery necessary indeed ; for on that 
Tery 5th of January, Bifuddo was xeviyed at the King's 
Theatre, with Nicolini, and a stronger cast than ever; 
and, though it was then six years old, it was received 
with all possible favour, and enjoyed another splendid 
run; as did also Amadigi^ which waa revived in the 
February of the same year. 

^ Ooxe'fl < Anecdotes,' p. 88. 



CHAPTER XY. 

COXCERNINQ THB DUKE OF OHAXDOS. 

Thb Opeia Season of 1717 cloeed, on the 29th of June ; 
after which date no Lyric Dramas were performed at the 
King's Theatre, until the inauguration of the Royal Academy 
of Mnsic, in 1720. This drcnmstance naturally exerted 
a retarding influence upon Handel's creative Power ; and 
probably rendered him the more willing to accept an 
engagement in the household of a more splendid patron of 
Art than even the Earl of Burlington. 

James Brydges, Duke of Chandos, after haying served 
as Paymaster of the British Forces, under the command of 
the Duke of Marlborough, retired from active duty with 
an enormous fortune, which he spent with the liberality of 
a monarch. In 1 712, he built himself a palace, rather than 
a house, at Cannons, near Edgware^ in Middlesex, the 
designs for which were furnished by the then most popular 
architects of the period, Gibbs, James, and 8heppard, at 
an estimated cost of £230,000. The pillars of the hall 
were of maxbleb The grand staircase — ^now in Chesterfield 
House, Mayfair — ^was ako constructed of blocks of marUe, 
each twenty-two feet long ; and all the other details of the 
building were ananged upon an equally magnificent scale. 
In this splendid retreat, the ' Grand Duke,' as ha 



104 CANNONS. [chap. xy. 

popularly called, lived in little less than regal state; 
protected by a guard of veterans, selected from among the 
pensioners at Chelsea Hospital, who attended him even to 
Church; and surrounded by every luxury that wealth 
could purchase, or boundless liberality suggest. For the 
Services in his private Chapel he maintained not only a 
numerous Choir, but a Band of Instrumental Performers 
also, on a scale as grand as that of the Kapelle of a German 
Potentate. This Chapel — now the Parish Church of 
Whitchurch, Middlesex — is the only building on the 
estate which has escaped destruction. In the vault beneath 
it, the Duke's effigy is still preserved, between those of 
his two first wives. The history of the third wife is as 
romantic as that of the fairy palace of which she became 
the mistress. She was originally a poor servant^l, 
married to a groom, who beat her cruelly. To save her 
from the wretch's violence, the Duke botight her, and sent 
her to school, to be carefully educated. After the death of 
the second Duchess, he married her; and she is said to 
have presided at his table with all the dignity of a well- 
bred lady.i 

The Duke's first Musical Director was Dr. Pepusch, who, 
in 1718, either resigned, or was displaced, in favour of 
Handel. Hawkins speaks of a large collection of Services 
and Anthems, composed by Dr. Pepusch for the Chapel at 
Cannons, and afterwards found in the Library of the 
'Academy of Antient Music' The Services probably 
remained in use after the Doctor's retirement ; but the 
Anthems soon gave place to a series of Compositions 
which may be fairly reckoned among Handel's master- 

^ See Pope's Essay < On Tcutei* Miss Spenoe's clever Bomanoe, 
*Eow toheridofa vfife* (Lond. 1828) ; *A Journey through England^* 
eta ete. 
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pieces, though they are now moie completely forgotten 
than even his Operatic treasures. 

The original MSS. of most of these are now in the 
Boyal lihrary. Arnold published twelve of them, in 
1789 ; and, in 1871-1872, the German Handel Society 
printed three volumes of these, and other similar works. 
Hawkins found MSS. copies of eleven, in the Library of 
the Academy of Antient Music ; but, one of these seems 
to have belonged to a later period. Those given by 
Arnold are — 



I. I will TWigm'fie Thee. 
II. Let God arise, (in A.) 
III. Lefc God arise, (in Bb.) 
ly. Have meroy upon me, O 

God. 
Y. Gome, let ns sing nnto 

the Lord. 
YI. O sing nnto the Lord a 
new Song. 



YIL Mj soUg shall be alway. 
YIII. As pants the hart. 
IX. The Lord is my light. 
X. In the Lord pnt I my 

tmst. 
XI. praise the Lord with 

one consent. 
Xn. O praise the Lord, ye 
Angels. 



The text of these Compositions, with two exceptions 
only — Nos. VIII. and XL — ia taken entirely from the 
words of Holy Scripture; and subdivided, in each par- 
ticular case, into a series of Airs, and Choruses, clearly 
intended for performance by a Band, Choir, and staff 
of Solo Singers, exceptionally strong, both in point of 
numbers, and organisation. Though called Anthems, from 
their office and position in the Service of the Chapel, they 
are, in reality, Choral Cantatas; the grandest of their 
class that ever were composed, and differing from Oratorios, 
only in the absence of the narrative element — ^not at all in 
the loftiness of their conception, or the completeness of 
their structural proportion. Each one, except the second, 
is preceded by a regular Overture ; and the Movements 
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which follow axe ansBged in so natural a sequence, and 
contrasted together with snch clear appreciation of the, 
meaning of the saored text, that each Anthem may he 
accepted as a rereient Ck>mmentary upon the Psalm it 
illustrates. Handel never set a Verse of the Bihle ta 
Music^ without preaching a Sermon upon it 

Besides these heautiful Anthems, the new Director 
enriched the repertoire of the Chapel at Gannons with 
two new settings of the Te Deum; one, in Bb, for fiye 
Voices — Soprano, three Tenors, and Bass ; the other, in 
A, for Soprano, two Altos, Tenor, and three Basses — 
combinations which can only have been selected in order 
to accommodate certain peculiar conditions of the Choir, 
at the moment of their production. 

The shorter Te Deum, in A, contains an Alto Solo — 
'Vouchsafe, O Lord' — with Oboe and Bassoon ohbligatiy 
of almost unexampled beauty. 

But, Handel's residence at Cannons was not signalised 
only by his contributions to the Duke's rich store of 
Church Music, properly so called. It was here that 
he produced his first English Oratorio; the precursor 
of the splendid works^ which, more than any. others, 
have helped to render his name immortal. 

The libretto of Esther is believed to have been written 
by Pope; who^ at least, never denied its authorship. 
The plan of the work differs, entirdy, from that of the 
Italian, and the German Oratorio The former was 
simply an Open^ based upon a Sacred libretto. The 
latter — as exemplified in the Passion Poems of Hugo 
Menantesy and Brockes-Hsontained some very curious 
anomalies. The epic element was weakened by the custom 
of confiding the narrative to the Tenor Recitatives of the 
'Evangelist' The dramatic action was weakened by the 
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intemiptioiis offered by these Bedtatives to its continuity. 
The contemplatiye element^ sustained by the constant 
introduction of the popular Chorale, still farther retarded 
the deyelopment of the Sacred Story, and diminished its 
interest, except as a devotional exercise. Handel, having 
tried both forms, and found both wanting, struck out a 
higher Ideal than either. The strength of this lay in its 
intimate combination of dramatic truth with epic force — 
in its power of heightening the peculiar form of expres- 
sion to which the presence of the Actor is necessary, by 
means of that which appeals to the Imagination of the 
hearer alonsi We say, in the intimate combination of 
these two forms of objective, and subjective Tone-paintings 
because, even in places where they seem, at first sight, to 
be used separately, they really do work together in such 
dose connection, such subtle correlation of apparently 
antagonistic elements, that it is not always easy to trace 
tfie emotions they produce to their true source. The 
two finest Oratorios we possess are constructed on a purely 
epic basis ; yet, in both, the local colouring is, in many 
. places, essentially and powerfully dramatic : while passages 
of overwhelming epic force abound in other works based 
upon Poems which may be fairly described as regularly 
constructed Dramas. Holding both methods equally 
under command, the Master chooses, in every case, that 
which best suits his purpose at the moment. As a general 
rule, dramatic treatment of the Secitatives and Airs being 
unavoidable, he uses the Choruses — like those of a Greek 
Tragedy — as commentaries upon the action of the story, 
throwing into them just so much descriptive power as is 
needful for the purpose of enforcing the full meaning of 
the words. And, in carrying out this bold idea, he avails 
himself, by anticipation, of the two great vehicles of 
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expressioiiy which, a century later, became the governing 
principles of the Eomantic and the Imaginative Schools of 
our modern system. In the first, he presents us with a 
definite picture : calling upon us to fed the ' thick dark- 
ness;' to watch the course of the fire that 'ran along 
upon the ground ; ' to measure the strides of the ' Monster 
Atheist,' and shudder as we do so. In the second, he 
actually depicts nothing. No longer appealing to the 
senses, he addresses himself directly to the higher faculties 
of our being : speaks to the inmost soul, in tones to which 
it cannot choose but listen : bids us rise to the contempla- 
tion of the most awful mysteries connected with the 
eternal scheme of man's Redemption, and discourses of 
them, with resistless eloquence, though the only word he 
sings be no more than a reiterated 'Amen.' 

And this consideration introduces us to a third charac- 
teristic of the great Ideal we are describing — the never, 
failing presence of the religious element. A commentary 
on the Holy Scriptures is worse than useless if it bring 
not out the hidden meaning of the text : and Handel 
always makes that meaning the turning-point of the 
whole, most frequently availing himself of the epic form 
for its enunciation. Upon the intimate union of this im- 
portant feature in its construction with the two of which 
we have already treated, the scheme depends for its perfec- 
tion. Deficiency of power, in either mode of expression, 
would have ruined the threefold plan. But Handel 
manifests no such weakness. Beaching, at will, depths of 
pathos which need neither Stage, nor Scenery, nor Action, 
to enforce their reality, he gives utterance to the grief of a 
mourning nation, with the profoundest touches that Epic 
Poetry can compass, or portrays the approach of a Funeral 
Procession with the fidelity of a Flemish Painter. Bringing 
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our religious feelings into equal subjection to his subtle 
power, he lifts our souls, at one moment, to the contempla- 
tion of Heavenly Mercy, and, at another, bids us tremble 
at the thought of the avenging sword : excites us to join 
in Hymns of Praise, or humble ourselves in the sackcloth 
and ashes of sincerest penitence : compelling us always — 
and herein lies the strangest feature of his mysterious 
power— compelling us to accept his interpretation of the 
Sacred Text, whether it may happen to coincide with our 
own or not Happily, his interpretation is always a devout 
one ; and therefore it is that we cannot come away from 
the performance of any one of his Oratorios with any other 
impression than that of deepest reverence. The atheist 
may refuse to believe a single word of the Bible ; but he 
cannot scoff at it when Handel reads it to him. 

The technical machineiy by means of which these 
strange results are attained is very simple. The Aria 
Cfantabiley the Aria di portamento^ the Aria di mezzo 
earattere, tiie Aria parlante, and the ^na di bravura^ with 
their natural derivations, the Cavatina, the Aria cCimita- 
zionCf the Aria alV Unisono^ and the Aria eoncertata, 
are all employed, in the Oratorio, exactly under the same 
restrictions as in the Opera. In the Choruses, every re- 
source of Counterpoint is turned to accoimt, for the purpose 
of investing the^work with the greater dignity; but, always, 
with a subjugation of learning to expression, which pre- 
vents the possibility of a harsh collision, and makes us 
wonder, even while listening to the most complicated 
involutions of the pliant Subjects, why the passage sounds 
so simple. This rare power of using Art as a means for 
the concealment of Art, has never been exhibited, in so 
marked a degree, by any other Composer, of any age, or 
country, save Palestrina alone. What Palestrina was to 
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the Polyphcmic SchoolB of the sixteenth century, Handel 
is to the Instramental Schools of the modem epoch. 
Other great writers may fairly claim the title of Primus 
inter pares, bnt to these two only can that of Frinceps 
Musica be accorded, in its fullest significance. 

Taming, from the general features of this grand Ideal 
Form, to the particular example before us, we find, in the 
Oratorio of Esther , the germ of all that most delights us 
in the Composer's later works ; and the full development 
of more than one important feature. The Overture is one 
of the best that Handel ever wrote; and has always been 
one of the most popular. The dramatic Scenes again 
present us with the keen distinctions of individual cha- 
racter to which we have more than once directed the 
reader's attention. The Choruses are superb. ^ Te sons 
of Israel mourn* is one of those infinitely pathetic Move- 
ments, in Twelve-Quaver Time, and in the Minor Mode, 
which Handel alone knew how to write, and of which he 
has left us so many beautiful examples. Yeiy different is 
the treatment of ' He comes,* in which the Holy One o£ 
Israel — ^the awful ADONAI — ^is described as hastening to 
deliver His chosen people from their chains. We have 
here, an impetuous Movement, in Triple Time, with a swing 
not unlike that of *He gave ihem hailstones*; a fieiy 
inspiration, leading on, from strength to strength, with- 
out suffering the interest to flag^ for one moment, from 
beginning to end. Still finer, in some respects, is the 
last Chorus of all : a chain of nine long Movements, con- 
nected together by a stately Canto fermo, which serves as 
a bond of union to the whole : a masterly summing up 
of the entire subject, supported by the full weight of the 
Orchestra^ and enlivened with spirited Diviedons for the 
Violins, working onward, without interruption, to a 
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peiotation well worthy to fonn the exowning point of 
a conception as bold, and well sustained, in its mechanical 
tieatmenty as it is dignified and noble, in its relation to 
the subject-matter of the Poem it brings to so splendid a 
conclusion. 

The first performance of Esther took place, at Gannons, 
on the 20th of August, 1720 ; on which occasion the 
Duke presented Handel with £1000. In the original 
MS. Score, now in the Boyal Collection, the Overture is 
wanting; as are, also, some few of the Soxigs, and — ^a stiU 
greater misfortune — ^the last page of the Grand Chorus, 
with, presumably, the usual signature^ and date. The 
Boyal Library also contains two complete Conducting 
Scores, in Smith's Handwriting, differing, in some few minor 
details, from a similar transcript in the Hambuig Collec- 
tion. Walsh's Score, printed after the revival of the 
Oratorio at the King's Theatre, in 1733, is miserably 
incorrect, and practically worthless. Wright's is complete, 
and very valuable. Arnold's was issued in 1794; and 
that of the English Handel Society, in 1851. Until within 
the last few years, Esther has not been often heard in 
England, suice the dissolution of the Csecilian Society ; 
but it has lately been revived by the Guildhall School 
of Musia Many years ago, Wilhelm Cramer arranged 
the Overture for Clarinets, and other Wind Instruments, 
for performance, at the Pavilion at Brighton, by the 
private Band of the Prince of Wales — afterwards King 
George lY. : and for many years it was regularly played 
at St. Paul's Cathedral, at the Festival of the Sons^ of 
the Clergy. Of its performance by the Children of the 
Chapel Boyal, under the direction of Barnard Gates, and 
its subsequent revival, at the King's Theatre, we shall 
hare to speak at a later period. 
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As Esther repiesenied Handel's first attempt to show 
the world what, in his opinion, an English Oratorio onght 
to be, so did AeU and Galatea embody his idea of an 
English Pastoral, in the perfection of its typical form. 

The Poem which series as the basis of this delightfol 
work was furnished by Gray, with some trifling additions 
by Pope, and Hughes. The Scenes are admirably planned, 
and the Verses possess considerable merit ; but» it is to 
the Music that we must look, for the perfection of a 
picture, the delicate refinement of which has rarely, if 
ever, been exceeded. The Oyerture, consisting of a single 
Movement only, sparkles with a flashing grace which 
paints the bright source of the mythical Sicilian rivulet to 
the Hfe. It is as if Handel had said, ' In this Stream 
dwells the Soul of Acis. You shall now hear his his- 
tory.' The opening Chorus, * the pleasures of the 
plains^ is constructed, in great measure, upon an Organ 
Point, the sensuous softness of which brings us at once 
en rapport with the dolce far niente of Shepherd-Life in 
Sicily, as we must suppose it to have existed in the 
Classic age of Nymphs, and Fauns, and Demigods. The 
characters of Acis and Galatea, are exquisitely painted. 
The one, gentle by nature, almost to the verge of effemi- 
nacy ; yet bold as a lion, and ready to sacrifice life itself 
without a murmur, for the sake of his passionate love. 
The other, Nymph-like and ethereal; more Faerie than 
Shepherdess in form and manner, yet wholly woman in. 
heart, and in affection, and attached to her lover with a 
faithful devotion which no terror can shake, or threatened 
vengeance weaken. The two salient and most* strongly 
contrasted features of Acis's character find their perfect 
expression in *Love in Jier eyes sits playing,* and 'Love 
sounds the aiarm': those of Gralatea's, in *Hush, rjepretty^ 
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ioarUing choir y and ^ Ab tpTien the done! In each case, 
the one Song forms the psychical complement of the 
other; while the delights of antient pastoral life, in 
an age in which snch life was possible, are summed 
iq> in the bright Daet and Ghoras, * Happy we.* 

l^ot less masterly are the tones in which the dark side 
of the picture is painted. Handel never forgot the in- 
fluence of his Uniyersity education. No man with a 
spark of intellect worth the trouble of cultivation ever 
does. Eemembering his Homer, he paints, not Gay's Poly- 
phemus, but the Cydops of the Odyssey : in outwsuxl form, 
a huge misshapen monster ; in natural instinct, a dsemon 
of cruelty, an eater of human flesh, yet none the less an 
idiotic clown, stupid enough to let Ulysses dupe him, 
years afterwards, as he might have duped a baby. 
Bemembering his Ovid, he tells the story as Ovid told it 
before him ; not tearing all the Poetry out of it, as we 
4ixe taught to do now, by substituting the brute forces of 
Nature for living actors, but endowing the Actors them- 
selves with living hearts. He treats Polyphemus as a grim 
reality, throughout ; first introducing him to us with irre- 
sistible epic force, through the medium of the Shepherds, 
who describe him so graphically in the Chorus ' Wretched 
loverSf that we feel the mountain tremble beneath his 
tread, as they assure us that it really does. When we 
have sufficiently shuddered at the recital, and not before, 
the Giant is presented to us, in his own proper person, 
raging with hideous passion — the passion of a mad bull. 
We are next introduced to the clownish side of the 
<;haracter. The Ogre plays upon the Shepherd's pipe; 
tries to gambol like a kid; and ^roais you an' t'were 
any nightingale.' In * Qeaae to beauty to be miTtg/ he 
relapses, once more, into the lowest stage of brutal 

X 
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degradation; bat in the last Scene of all he betiays % 
deviliflh conning. He does not roar 'now: he mutters. 
Mutters so warily upon the mountain top, that the 
lovers seated below do not hear him. It is only at the 
last dread moment that he bellows forth his rage ; caring 
nothing whether the miserable pair hear him, or not, 
when his vengeance is certain. And, in all this, there is 
no coarseness, no vulgarity, no f orgetfulness, anywhere, of 
the reverence due to Art The picture is a horrible, bat 
never a revolting one. Handel's refined taste could not 
endure to represent material ugliness by ugliness of 
sound. The only place where he takes the least unusual 
Licence is in the last bar but one of the Bedtative, 'J 
rage, I mdt, I burriy where, after the third Inversion of 
the Dominant Seventh, he makes the Bass descend a 
, Fourth, and causes the Voice to resolve a Discord which it 
has not previously sounded. But, this Progression, though 
unusual, and highly unsafe in the hands of a novice, holds 
a recognised place in the catalogue of ' Licences ; ' and, aa 
a * Licence,' is perfectly defensible. How it is that Port- 
writing so smooth, and Progressions so harmonious, are 
made to produce so deep a horror, we cannot telL We 
only know that this was Handel's strongest point. He 
could call up any images he pleased ; whether of beauty^ 
of terror, or of reverential awe ; but, he could not write 
^Eough Music' 

The original MS. Score of Ada and Galaiec^ now in 
the Eoyal Collection, contains a supplementary ChoruSy 
of great beauty, * Smiling Venus^ Queen of love,* which, 
neither Walsh, Bandall, nor Arnold, included in their 
several editions of the work It is dear that this must 
have been added after the first performance at Cannons ;. 
ainoe the Scoee contains parts for the Yiola, and tiro 
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Comi in F^ in addition to the Orchestra naed for the leet 
of the work. Mareover, nine Characters are mentioned — 
Galatea, Glon, and JBonllay sang the Soprano Part ; Acisy 
FiUi, Dorinda^ and Damon, the Alto ; Silvio, the Tenor; 
and Polif emo, the Bass ; the last two, with tiie (3ionH. 
Directions are given, in Handel's handwriting, for the 
transposition of the entire part of Damon from the Tenor 
to the Soprano Clef, ^for the Boy' : and the copy con- 
tains innnmerahle annotations, in ink, and pencil, which 
we shall describe more particnlarly, when we treat of the 
jevival of the work, at the Eling's Theatre, in 1732, 
when many new pieces were composed for it, and many 
more transferred to it from the Italian Serenata of 1706. 
Among the Pitzwilliam MSS., at Cambridge, there is a later 
version of the Choros^ ^ Happy we} containing seventeen 
l)ars more than the generally-accepted version. The last 
few pages of the final Choms, ' Galatea^ dry thy team} 
are missLag, in the ant(^raph copy; and, with them, l^e 
signature and date. The complete Serenata — ^as it is called 
— ^was first printed, by Walsh, in 1730, in a far more 
complete form than he nsnally attempted, nnder the title 
of 'A Mask'; and the original plates of this edition-*- 
the best that has ever yet been publiahed — are now in 
the possession of Messrs. ITovello and Ca, who still keep 
the Score in print Arnold reprinted the work in 1785 ; 
the English Handel Society, in 1843; and tiie German 
Society, in 1859. The first performance, at Oannons, 
is believed to baye taken place in 1720, though some 
authorities refer it to 1721. In 1842, it was prodneed, «t 
Dmry Lane, nnder the direction of T. Cooke, with Scenery, 
Dresses, and Action: and, nnder the able directioiL of 
Dr. HoUah, it once f nmiahed a neyer-failing sonroe of 
attcactioi^ at Ezetsr Hall, with Mr. and Mrs. Sims Beeves 

I 2 
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as interpieters of the principal parts. In (Termany, it is 
almost unknowni though, in 1788, Mozart strengthened 
the Score with 'Additional Accompaniments/ for Baion 
Tan Swieten, at whose performances in the Hofbibliothek 
at Vienna there was no Organ to supply the harmonies 
indicated beneath the Continue. 

Handel was still resident at Gannons when he brought 
out his First Set of Lessons for the Harpsichord^ published 
by Cluer, under the title of Suites de Pieces pour le 
Clavecin. The work was advertised in the * Daily Courant • 
as ready to appear on the 14th November, 1720, ' at the 
price of one guinea ; ' and Handel himself tells us that he 
was induced to publish the pieces in consequence of the 
number of ' surreptitious and incorrect copies ' which had 
already ' got abroad ' without his authority. The volume, 
containing eight Suites, was reprinted, by Walsh, in 1733, 
together with a Second Set of Kine Lessons, planned for 
the most part, on a less elaborate scale, though containing 
the famous Chaconne with sixty-two Variations. To these 
Walsh afterwards added the Six * Fugues or Voluntary 
for the Organ or Harpsichord, l^oisihrne Ovarage ;' and 
a 'Fourth Book' of Lessons, consisting of Short 
Movements arranged for the Harpsichord by some 
unauthorised person. The two first sets were again 
reprinted by Arnold, in 1793, with the addition of 
a Third Series, differing entirely from Walsh's 'Fourth 
Book,' and followed by the Six Fugues. Other editions 
were published, in Germany, Holland, France, and even 
in Switzerland ; and, so great was the popularity of the 
Lessons, that, during the greater part of the eighteenth 
century, they held a position similar to that accorded in the 
nineteenth to Beethoven's Sonatas. Their beauty is, indeed 
so gteat) that they can never grow old. Franz Liszt^ on 
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the occasion of one of his visitB to London, began a Becital 
with the Fonrth Lesson, in E Minor, which opens with a 
splendid Fngue without Prelude or Litroduction of any 
^d : and those who then heard the great Virtuoso for 
the &8t time, declare that the effect of the three Crotchet 
B 8 which lead off the suhject was little short of miracu- 
lous.^ The fifth Lesson, in E Mtgor, terminates with the 
most famous Composition for the Clavecin that ever was 
written — ^the so-called ' Harmonious Blacksmith,^ In no 
early edition is this delicious Movement designated hy 
any other title than that of ^Air et Doubles-/ and no 
amount of enquiry has sufficed to trace the name hy which 
it is popularly known to a satisfactory origin. Tradition 
asserts^ that, while walking to Cannons through the village 
of Edgeware, Handel was overtaken bya shower of rain ; that 
he took refuge in a roadside smithy ; heard the Blacksmith 
singing at his work, and beating time to the performance 
upon the anvil at which he was hammering; and then 
went home, and wrote a set of Variations upon the Tune 
the Blacksmith sang. The name of this humble songster 
is said to have been PoweU; and attempts have been 
made to prove his family connection with two Harpists 
of that name, father and son, mentioned by Sir John 
Hawkin&^ Li the year 1835, Mr. Bichard Clark, a Grentle- 
man of the Chapel Royal, made a pOgrimage to Edgeware 
for the purpose of investigating the grounds upon which 

^ A Tolnme, in tbe Bojal GoUeotion, labelled * Sonatas/ con- 
tains a Sketch for this Fngne, in Handel's handwriting, consisting 
of two pages onlj, and written in Alia Wmm time, with Minims, in 
place of the opening Crotchets, followed bj Quavers, instead of 
Semiqnayers. A few more fragments of the Suites are to be 
fonnd in other volumes; bnt no complete oopj of the work can 
be diflooTered. 

' Hist. vol. V. bk. iv. chap. 6. 
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tBadition seated ; and, in ^e f oUowttig Tear, he puV 
luked the lesult of his enquiries, in a biochnre which has, 
ZBoxe than once, been very severelf eriticiBed.^ Accozding 
to this aceotint^ the Blacksmith, William Powell — 
loQther to the eldei Harpist, and nncle to the younger 
one — acted, lor many yeazs, as Parish Clerk of Whit- 
dnirch, when his son, also named William, held the 
office of Organist He died in 1780, ^aged about 
78 ' ; and his burial, on the 27th of Febmazy, in that 
year, is duly recorded, in the Parish Segister. His stock- 
isrtiade^ xndading the traditional AnVil and Hammer, 
WW bought by a wheelwright of Edgeware named Dormer. 
Domwr's sonrin-law, George Hone (another Parish Clerk) 
inherited the tools, and bequeathed them to his son, whose 
widow sold them to George Jordan (another wheelwright), 
by whom the Anvil and Hammer weie generously presented 
te the author of the 'Reminiscences,' together with a 
blodc of oak, cut from a tree in Cannons Park, and made 
to serve as a pedestal for the AnyiL In order to preserve 
these BeUques from future desecration, Bichard Clark gaye 
them to Master Henry Wylde,^ the * exceedingly promising 
young Organist' of Whitchurch, then thirteen years old, 
whose deep sense of the honour he eigoyed in playing 
upon Handel's Organ pointed him out as 'the proper 
person to possess them.'' 

We next hear of the Anvil as the property of Mr. 
William Snoxell, of Charterhouse Square, whose collection 
was sold, by Messrs. Puttick and Simpson, on the 9th, 
10th, 11th, and 12th of June, 1879, when the Anvil and 
Hammer — ^Lot 485 of the third day's sale — vr&ce * knocked 

^ ISfmMUMMiiMo/HanddZkbj&ioluued-Olaxk. (Loadoa; lfi8IL> 
9 Since, Gresham Professor. 

> BenUniseeneei, pp. 10, 11. 
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down,' for £14, to Mr. Maskelyne^ of the "Egy^aaai J^Ui, 
Piceadilly, who, in the Augoat of the same year, eontributed 
an account of them to * The Leisure Hour/ Mid in whose 
possession they still remain. 

Bichaid Clark lays much stress on the really very 
significant fact that the Anvil — ^which is marked with a 
capital P — ^when struck with the Hammer, £u»t gives the 
note B, but, immediately afterwards, sounds E. In point 
of fact^ these notes correspond very nearly with the B^* and 
£b of our present Concert Pitch, and therefore coincide 
very closely with the E J) and B 4 of Handel's time. If we 
may trust the chronology of the ' Beminiscences,' Powell 
must have been ^ about ' eighteen years old, when Handel 
took refuge in the smithy. Chrysander, strangely mi»' 
taking the date, says that he must have been 'a child ;* 
and considers this ieuot alone sufficiently significant to 
throw discredit upon the whole story.^ His error, on this 
point, is transparent: but, apart from this, Clark 
gratuitously assumes so many wild improbabilities, that 
the value of his book is sadly disproportioned to the 
zealous devotion which led to its publication. In the first 
place, be deliberately tells us, that Handel himself, 'in 
gratitude to Powell, his Clerk, for the shelter and accomo- 
dation afforded him during the stoim of rain,' called 
the piece * by the name it is now known by,'^ — ^which 
is untrue. I^either Cluer, Walsh, Bandall, Wright, nor 
even Arnold, ever called it by that, or any other special 
name. Again, he describes the well-known Theme as ' a 
&¥Ourite Airby Wagenseil,' upon no better authority than 
that of a vague recollection of Dr. Crotch, who said that 
'when he was at Cambridge, at Dr. Hague's, some years 
Ance,, he saw a book with the same Melody^ and which 

1 G.F. Handel,!, 4JB8. > Semmieomem, j^ 9. 
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melodyliad the name of Wagenseil to it as Composer.'^ Bat, 
Bichard Clark, and Dr. Crotch, aie not the only writers 
who have obscured the subject, in their endeaTonrs to 
make it clear. 

An exceedingly rare book,^ entitled ' Choix de Chansons 
d, commencer de Thihaut de Champagne,* par M(mar\f. 
12mo. PariSf 1757, contains an Air, adapted to some 
Verses by Clement Marot, beginning * Plus ne mis ee qua 
fai My the Melody of which is, note for note, that of 
the Air in question. But, it is quite certain that the 
words, in this case, were simply set to Handel's Music 
In ^Echos du Temps passe, Eeeueil de CJiansons, Ndels^ 
etc, du 12me au ISmeSi^e,* 4to. Paris (n.d.), Clement 
Marot's Verses were reprinted, with the same Music 
But the publisher of this volume, Mens. Wekerlin, 
has since stated his full conviction that the Theme was 
'borrowed from the Pieces de Clavecin by Handel,' and 
regretted that he did not discover this fact in time to 
explain it in the book itself.^ It is, indeed, impossible to 
say what is not ' borrowed ' in collections of this kind. 
A friend who has given much consideration to the sub- 
ject, lately drew our attention to a striking resemblance 
between the middle phrases of the * Harmonious Black- 
smith ' and those of a melody published ten years ago in 
' The Sacristy,' under the title of a * Flemish Carol;' but 
the date of this ' Flemish Carol ' cannot be proved. It 
may have been 'borrowed' from the * Choix de Chansons* 
— ^why not 1 

Lastly, the evidence which professes to bring us 

^ Reminiaeences, p. 11. 

^ Two copies only are known io be in ezlBtenoe : one, in the 
Library in the Bne Eicheliea ; the other, in a private collection. 
' Bchoeloher, p. 401. 
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nearer to the fountain-head than any other, embodies 
the vaguest guess-work of alL The late Dr. Bimbault 
is said to have said, that he had read, somewhere, but 
could not remember where, that the Movement was fast 
published, under the title of ^The Harmonioua Elach- 
smithy by Lintott, of Bath, who, on being asked why he 
had so named it, replied, ' My father was a blacksmith, 
and this was one of his favourite airs.' ^ 

In the face of so great a mass of conflicting testimony, 
we can only trust that our readers will be indulgent 
enough to forgive us if we refrain from recording any 
decisive judgment on the facts, or fictions, we have laid 
before them ; though we do not hesitate to express •ur 
own personal belief that the authenticity of the Legend is 
in no wise disproved by the destruction of the embroidery 
with which impolitic defenders have surrounded it. 

> Sohodoher, p. 402. 



CHAPTER XYL 

OONOBBNINa THB BOYAL AOADBlrr OF MUBIO. 

HAin>SL continued to direct the MnsiCy at Cannons, mth 
more or less regularity, until the year 1720, when he was 
tempted, by a combination of promising circumstances, 
(to return to the more exciting arena of public life. It 
has been suggested, that this change of purpose may 
possibly have been influenced by the changing fortunes 
of the Duke of Chandos; but we think it may be 
sufficiently accounted for by a not unnatural compliance 
with the prevailing spirit of the age. The period was 
not only an eventful, but, in some respects, an altogether 
exceptional one. All classes of society were infected by 
a mania for speculation, such as has scarcely ever been 
^equalled in later times. Long before the collapse of the 
'Great South Sea Bubble' brought matters to a crisis, 
the credit of many a millionaire had already been 
annihilated. To a certain extent, the effects of the 
impending crash were felt, even at Cannons. But, the 
Duke was no ordinary calculator. Though threatened 
with liabilities which might well have reduced a less 
prudent man to ruin, he continued, to the last, to live 
more like a Soyal Prince than the wearer of a newly- 
granted Coronet. Whatever may have been the actual 
amount of his losses, the retrenchments in his establish- 
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xnent, at this tune^ at least) seem to have been compaxativ ely 
trifling^i It is, theref oie, not mueasonable to attribute 
HandeTs retirement from offica solely to his connection 
mth a scheme formed for the purpose of encouraging 
performances of Italian Opera at the King's Theatre ; and 
we cannot believe that he would hs^e associated himself 
with the promoters of that scheme, had he not known 
them to be zealous worshippers at the Shrine of Art 

The new Company was called, by special permission, 
* The Boyal Academy of Music.' Attempts were made, 
by some of the leading newspapers of the day, to class it 
among the reckless speculations which, had already 
reduced so many miserable gamblers to ruin : but there 
is reason to believe that the opposition thus raised 
against it was not altogether disinterested. It was 
undoubtedly supported by very influential patronage. 
The King took it under his openly-avowed protection; 
subscribed X1,000 towards its funds ; and nominated the 
Lord ChamberUun its chief governing officer. Its capital 
amounted to £50,000, disposed in five hundred shares, 
of £100 each. The purchaser of each of these shares was 
entitled to a seat, at every performance: and, as the 
Theatre was constructed for the comfortable accommodation 
of at least a thousand spectators, this arrangement left 

^ The sstablisiunent at Gaimoiui was fiurintained, with ynacf little 
dimination of its pristine tplendonr, until the Dnke's death, on 
the 9th of Angnst, 114A, In V74tf, the mansion was sold, for 
£11,000, to a apecnlator, who demoliwiied it^ for the sake of the 
materials. The marble stairoase was then bongiit hy the Earl of 
Ohesterfield, for Ghsatetfield Hooae, Miiyfiur, where it still 
remains. The marble colnmns of the hall were nsed for the 
portico of Wanstead House.. And the equestrian statae of 
GeorgeL was xemoTed to the endosnxa in the oantiEe of Leioeater 
Square. 
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five bundled oi more places open to the general public, 
on such tenna as the directora weie pleaaed to dictate. 
The price of aingle ticketa was fixed at ten ^ahillinga 
for the Boxes and Pit together, and five ahillings for the 
Gallery. At a later period, season tickets were issued, 
at twenty guineas each ; ten guineas payable on deliveiy 
of the ticket, and the remainder in two instalments of 
five guineas each. The performances were advertised to 
take place twice a week, on Tuesdays and Saturdays ; and 
fifty performances were guaranteed to the season-ticket 
holders, with a proportionate allowance, in case the full 
number should not be presented. To these terms no 
objection seems to have been made, on the part of the 
public ; though then, as now, the larger proportion of 
the tickets were bought up, by private speculators, and 
sold, on attractive nights, for more than double their 
nominal value.^ 

The afTairs of the Academy were arranged by a Governor 
— the Lord Chamberlain for the time being — a Deputy 
Governor, and twenty Directors, elected, annually, by the 
shareholders. The first Governor was the Duke of New- 
castle; the first Deputy-Governor, Lord Bingley. The first 
Directors were : theDukes of Portland, andQueensborough, 

' Before the establiahment of the Boyal Academy of Homo, 
ticketa for the Boxes were nsnaUy sold at eight Bhillbgs; those 
for the Pit, at five shiUiDgi t and those for the OaUeiy, at two 
ehilliiigs and sixpence. At the first peiformanoe of Teaeo, half, 
a-gninea was ohaxged for admission to the Boxes and Fit together; 
and, more than onoe, the prioe of tickets for the Stage Boxes was 
raised to fifteen shillings. Originally, the holders of these tickets 
claimed the right of standing upon the stage itself; bat, on the 
prodaotion of Amadiffif this privilege was withdrawn, in oon- 
sequenoe of the hindrance it offered to the saooessfol 
of the machinery connected with the stage-deoorations. 
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the Earls of Burlington, Stair, and Waldegrave; Lords 
Ghetwynd^ and Stanhope; Grenerals Dormer, Wade, and 
Hunter; Colonels Blathwayt, and O'Hara; Sir John 
Yanbrngh ; and Messrs. James Brace, ThomasCole, Conyers 
D'Arcy, BryanFaiifaz, George Harrison, William Pulteney, 
and Francis Whitworih. The names of many of these 
gentlemen were sufficiently well known, in connection 
with Art, to guarantee the bona fides of the association, in 
spite of all attempts made by the press to throw discredit 
upon it. Of Lord Burlington we have already spoken. 
Lord Bingley was very much in earnest. GolonelBlalhwayt 
— a pupil of Alessandro Scarlatti — ^was one of the most 
distinguished amateurs of the period, and created so great 
a sensation, in early youth, by his performance upon the 
Harpsichord, that his portrait, painted, when he was twelve 
years old, by Sir Grodfrey Kneller, was thought worthy 
of a place in the Music School at Oxford, where it still 
remains. 

1^0 less satisfactory were the names of the Musical 
Directors. The supreme responsibility was entrusted to 
Handel, with whom were associated, as Composers, 
Giovanni Battista Buononcini, and Attilio AriostL Paolo 
Bolli, and Nicola Haym, were appointed Poets, with the 
title of Italian Secretaries. Heidegger, the 'Swiss 
Count,' acted as Stage Manager; and successful efforts 
were made to secure the services of the most celebrated 
Singers in Europe. 

No doubt, the Composer of RinaMo was already suffi- 
ciently well known, on the Continent^ to command the 
full confidence of an Italian company. Even Mattheson, 
by this time, felt tlie necessity of providing a place for 
him in the 'Ehren-P/orte'; and wrote to ask him for some 
particulars concerning his past career, with the view of 
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inserting them in the then nniiniahed work. With 
cooiteoiu modesty, T^An«^A] declined to famish the deeired 
inf ozmation ; but softened the xefosal by taking Matthe- 
son's side in a dispfute in which he was engaged with an 
Oiganist named Bnttstedl^ The plain good sense of his 
remarks on this eubjeet is so obvious, that one can only 
wonder how the points could ever have been contested ; 
but the controTersy was bitter enough to tempt Mattheson 
to print the letter^ of which we subjoin a translation, in f ulL 

London, Feb. 24, 1719. 
' HoDonied 8ir, 

* From the letter which I hare just reoeiTod horn yon, 
dated the 2lBt instant, I find myself so politely preaaed to sadsfy 
you more partioolarly than I have hitherto done on the two points 
in question, that I oaonot refrain from telling yon how olosely 
my opinion ooinoidea with yonr own, in relation to the facts whi<^ 
you have so well deduced and proved, in yonr book on Bolmiaa- 
tion, and the Oreek Modes. The question seems to me to reduce 
itself to this : Is it not natural to prefer an easy and yery perfect 
method, to one burthened with great difficulties, calculated not 
only to weary the student cf Music, but also to cost him much 
precious time, which he could better employ in grounding himself 
in his Art, and cnltiTating hia talent ? I do not mean to imply 
that Solmisation is of no utility whatever ; but, since one can 
acquire the same amount of knowledge in so much leas time, by 
the method now used with so great snooeas, I cannot see why one 
should not choose the way which leads moat eaaOy, and in the 
ahorteat time, to the end propoaed. As to the Greek Modes, Bir, 
I find that you have said all that can be aaid upon the aabject. 
It ia no doubt neceaaary that thoae who wish to practise and 
execute Muaio compoaed in thoae Modea ahould study them : but» 
since we have escaped from the narrow bounds of antient Music, 
I cannot see in what way the Oreek Modes can be useful in con- 
nection with the Music of modem times. This, Sir, ia my 
opinion : and you will oblige me by letting me know whether it 
c o rresponda with that which you desire of me.' 



^ 7ida JEhireA^jyvrte, p. 97. 
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' Witii legsvd to the Moond point, 70a can jadge far 70111MU 
that it demaxuii mare time for oonsideratioii than I am able to 
■pare from the preasing ooonpationB with which I am snrroonded. 
When I find myeelf a little more at leisure, I will think over the 
principal events which have befallen me in the ezenise of my 
proteadon, in order to show yon the partioolar esteem and 
ooniideration with which I have the hononr to b^ 

'Sir, 
* Your reacy hnmUe and obedient eervant, 

'O. F. Handsl.' 

IMhttheson would never Lave troubled bimself to publish 
this letter^ bad not Handel been held in very high repute 
on the opposite side of the ChanneL No doubt his name 
was well known, both in Qennanj and Italy; and it was not 
without good leasonthat the Diieotorsof the Soyal Academy 
bnrthened him with the entire responsibility of travelling 
in search of Singers for the new Theatre. Accordingly, 
as early as the end of February, 1719, he paid a visit 
to the Continent for the purpose of bringing together 
the best company that English liberality could tempt to 
eross the seas. On the 20th of the month, he gave 
notice of his intended journey to his brother-in-law, Dr. 
Michaelsen, for whom he entertained a sincere and life-long 
affection. Dr. MichaeLsen was, at that time, in mourning 
for the loss of his wife, Handel's eldest sister, Dorothea 
Sophia, who died of consumption, after a long period of 
intense suffering, on the 8th of August, 1718 ; and it is 
evident, from the letter of which we subjoin a translation, 
that Handel deeply regretted the impossibility of visiting 
bini sooner. 

* London, rebmary 20, 1719. 
•Sir, 
* My most hononred Brother, 

' Do not, I entreat you, judge of my desire to eae yoa 
by the delay connected with my departure ; for, to my gpreat 
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regret^ I find myeelf detained here hj indispensable business, on 
which it is not too mnoh to saj that my whole f ortnne depends^ 
and which lasts much longer than I expected. If yon knew the 
sorrow I feel at not being able to pnt that which I so ardently 
desire into execution, yon would be indulgent to me ; but I hope 
I shall be able to come to you in a month from this time, and you 
may be sure that I shall make no delay, but shall oontinne my 
journey without interruption. I entreat yon, my dear brother, 
to assure my mother of my obedience, and let me know once 
more how you are, and my mother also, and your dear family, to 
lessen the anxiety and impatienoe I feeL You know well, my 
dear brother, that I should be inconsolable, had I not the hope of 
soon repaying myself for this delay by staying the longer with yon. 
' I am astonished that the merchant at Magdeburg hss not yet 
honoured the bill of exchange i but I beg you to keep it, and it 
shall be settled on my arriyal. I have received notice that the 
pewter will soon be on its way to you. I am ashamed of the 
delay; and also that I could not sooner acquit myself of my 
promise. I beg you to excuse me, and to beliere that I found it 
impossible to succeed, in spite of all my efforts. Yon yourself 
will agree with me when I have the honour to explain the oir- 
oumstanoes to you by word of mouth. Bo not suppose that I am 
not hastening my journey. I long to see you more than you can 
imagine. I thank yon most kindly for the greetings you sent me 
on the ocoasbn of the New Year. For my part, I trust that the 
Almighty may grant you and your dear family every sort of pros- 
perity, and alleviate with His most precious blessings the deep 
affliction with which He has esen fit to visit you, and to grieve 
me also in an equal degree. You may be sure that I shall ever 
entertain a lively remembrance of your goodness to my late sister, 
and that my gratitude will last as long as my life. Be so good 
as to give my compliments to Hons. Botth, and all my good 
f rien&tf. I embrace you, with all your dear family, and am, with 
life-long affection, 

•Sir, 

< And most Honoured Brother, 

' Your very humble and obedient Servant, 

* GlOBOS Fbidbbic Handbl.' 

Handel must have started on his journey almost in^> 
mediately after the despatch of this afifectionate letter; 
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though it was natniallj impoasihle for him to proceed to 
Halle, until he had accomplished the primary object of hia 
missioiL In this he was eyerywhese snccessf uL Italian 
Singers were willing, and even eager, to enter into en- 
gagements with him. At Diisseldorf he secured the assist- 
ance of Benedetto Baldassarri ; at Dresden he engaged the 
famous artificial Soprano, Francesco Bemaidi; another 
Singer, with a similar artificial Toice, named Matteo < 
Berselli ; Signoza Margherita Durastanti; Signora Madelena 
Salyai ; and the popular Basso, Signer Boschi The last- 
named Artist was already well known at the King's Theatie; 
and Signoza Durastanti's qualifications fully justified her 
engagement as Prima Donna, But it was upon the attrac- 
tions of Bemardi — ^generally called from his birthplace, 
II Senesino — ^that the most sanguine hopes of the Directors 
were based. The voice of this talented artist was a 
Mezzo-Soprano, somewhat limited in compass, but of 
exquisite sweetness ; and its cultivation was perfect. It 
was impossible that the owner of so fine a natural organ, 
trained with so great an amoxmt of artistic skill, could 
fail to succeed ; and, had Senesino's loyalty, as a coadjutor, 
equalled his accomplishment as a Singer, Handel would 
never have had cause to regret lus engagement But, as 
we shall hereafter see, his subsequent defection fell not 
far short of accomplishing the Composer's ruin. 

Handel's fame as a performer on the Harpsichord had 
preceded him, to Dresden, to such good purpose, that, for 
playing before Augustus, Elector of Saxony and King of 
Poland, and the Grown Prince, he received an Ttonorarium- 
of a hundred ducats. Moreover, it attracted the attention 
of another virtuoso of the highest rank, Sebastian Bach, 
who, at that time, held the appointment of Kapellmeister 
to Prince Leopold of Anhalt-Kothen, and whose desire to 
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make the acquaintance of his brother Composer was so 
great, that, hearing of his temporary sojourn -with his 
mother at Halle, he trayelled thither for the sole pur- 
pose of seeing him. Unhappily, he did not reach his 
destination nntil the day after Handel's departure for 
England : and so it happened that the two great Masters, 
though flourishing contemporaneously for sixty-flye years, 
passed through life without ever once seeing each other.^ 

Handel returned to England in time to make all 
necessary preparations for the approaching campaign, the 
affairs of which attracted* so much general attention that 
the success of the now firmly established * Boyal Academy 
of Music,' was looked upon as certain. The Opera selected 
for the inauguration of the undertaking was Giovanni 
Porta's NumUoTy with which the Theatre opened on 
Saturday, the 2nd of April, 1720. Though this fine work 
commanded a run of seven nights, with very general 
approval, it was well understood to be no more than a 
judicious prelude to the real attraction of the season — a 
new Opera by Handel himself, entitled Eadamisto, and 
adapted to a libretto founded by I^icola Haym upon an 
episode in the Annals of Tacitus, Lib. xii, Cap. 51. The 
first performance of the loi^-expected Drama, onginally 
announced for Tuesday, the 26th of April, was postponed, 
' by command,' to the 27th, on which evening the whole 
of the Eoyal Family honoured the Theatre with their 
presence. Mainwaring, on the authority of spectators 
who were still living when he wrote his volume of 
^Memoirs,' describes the enthusiasm of the audience as 
having exceeded even that with which the Caro Sassone 
was greeted, on his first appearance at Venice, in 1708. 

^Forkel, "Veher BacVs LeUn, JSTuiwt, und KwukoerkeJ* 
Cap. viii. (Leipzig, 1802). 
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So great was the demand for places, that, when the Boxes 
and Pit were full, forty shillings were offered, and refused, 
for tickets for the Gallery. Many persons who had paid 
for tickets were unahle to find places, and had their money 
returned to them.^ Dresses were torn to shreds, in the 
struggle for admission; and many ladies of rank were 
carried out of the crowd in a fainting condition.' And it 
is evident that the Composer alone was the object of this 
extraordinary oration ; for, neither Senesino nor Signora 
Durastanti having as yet arrived in England, there is 
strong reason for believing that the part of Zenobia 
was originally entrusted to Mrs. Bobinson — whose voice 
had not yet sunk to its Contralto register — ^and that of 
Eadamisto to a male Soprano, whose name has not 
transpired. On the part of the Singers, therefore, no 
novelty whatever was olBfered to the publia 

The original Score of Eadamisto, unsigned, and un- 
dated, but written in a hand exactly similar to that 
observable in Acts and^ Galatea, and on exactly similar 
paper, forms part of the Collection at Buckingham Palace.* 

^ Daily Cowrani, April 29, 1720. 

9 < Memoirs,* pp. 98-99. 

' Br. duysander distingaiBhea mx different styles in Handel's 
handwriting, esolasiTB of that whioh was affected by his 
approaohing blindnesi. After long and patient stmdy of the 
MSS. in the Boyal Colleotion, we think it possible to trace a 
■tiU greater number of distinct variations, whioh we propose to 
ciass as follows. 

1. An early boyish hand, exquisitely neat and regular, with 
heantif ally-formed Semiqaayers, joined together by lines whioh 
oonld scarcely have been more carefolly exeeated had they been 
drawn by rale. Examples of this kind are exceedingly rare : 
but a very beantifal one may be seen in the Laudate Pueri, in F, 
contained in the Tolome labelled ' Sketches.' 

2. A large hand, veiy different from that we hare just 

K 2 
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On the 15ih of December, 1720, Handel himself pnhlished 
it, with a fonnal dedication to King George L, at the 
warehoaaee of "Rioh^ Meares, in S. Paul's Churchyard, 
and Christopher Smith, 'at y^ Hand & Musick-book 
in Coventry Street.' When the Opera was reproduced, 
with a different cast, in the following season, eleven new 
Songs weie written for it; and these 'printed npon a 
fine Dutch paper, and engraven by the same hand,' were 
issued on the 18ih of March, 1721, under the title of 
^Arie aggturde, ^c,' and presented, gratis, to the sub- 
described, cliaracteriBed bj hnge blaok-headed Crotohets, with 
thin tails, and called, by ChxyBander, the German style. 

8. A hand, clearly derived from the foregoing, bnt neater, 
and more regular; with smaller-headed Crotchets and more 
oarefnlly-gronped Semiquavers. This hand is observable in Act, 
Galatea, s Po^femo, and most of the Hnsio composed in Italy. 

4. The First English Hand, more onrsive, and bnsiness-like, 
as exhibited in the Utrecht Te Deum, the Ohandoa Anthems, Aeis 
and QaHatea, and Radamisto, 

5. The Second English Hand, showing signs of greater 
rapidity of ezeontion, as in the later OjMras written for the 
Boyal Academy of Music, and other works of the same period. 

6. The Third English Hand, more cursive still; as in 
Deborah, Athaliah, and the works prodooed at Covent Garden 
Theatre, after the troubles in the Haymarketb 

7. The Fourth English Hand, affected by the paralytic attack 
of 1787, with traces of unsteadiness observable to some slight 
extent even in the Score of the ' Messiah,' written as late as 
1741, and sometimes — as in that particular case— distinguished 
by the use of the Astrological Signs for the days of the week» 
which axe not to be found in any MSS. of earlier date than the 
visit to Aix-la-Ghapelle. 

8. The Fifth English Hand, betokening complete recovery;, 
continued, with very little variation, throughout the later works ; 
and almost always accompanied by the Astrological Signs. 

9. The last style of all, evidently affected by increasing; 
dimness of sight, as exhibited in the Score of Jephtha, 
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scribeis. Yet it is worthy of remark, that this edition, 
though the plates were all corrected by the anthor him- 
self, is not a whit more ck>mplete than the Scenes pub- 
lished by Walsh, and Cluer. The only other edition is 
that printed by the Grerman Handel Society in 1875. 

^ Radamisto formed the chief attraction at the King's 

Theatre, until the 30th of May, when it gave place to 
Domenico Scarlatti's Nardso^ conducted by Thomas 
Boseingrave, and performed but five times. This was 
followed by one more performance of RadamistOy and 
one of Numttor, with which the first season dosed success- 

^ fully, on Saturday, the 25th of June. 



CHAPTER XVn. 

CONCERNING THE SU00B88 OF THE ROTiLL AOADmCTOF MUBIO. 

After a lecess of nearly five months' duration, the 
King's Theatre reopened, on the 19th of November, with 
Giovanni Battista Buononcini's Aetaiio. This work, which 
had already achieved a fair success, in Borne, at the 
Theatre called the Sala de' Signori Capranica, was now 
revived, under the Composer's direction, with the addition 
of a considerable quantity of new Music The cast was a 
strong one, including Senesino, and Signora Durastanti — 
neither of whom had previously sung in England — 
Signori Boschi, Beranstadt, and Galerati, Signora Salvai, 
and the artificial Soprano, Berselli. Thus supported, the 
Opera ran ten nights, before Christmas, and was performed 
at least twenty times more, during the course of the two 
following seasons, in alternation with other works. On 
the 28th of December, it was temporarily set aside, for 
the revival of BadamistOy with the principal Songs re- 
written for Durastanti and Senesino ; and, on the 1st of 
February, this, in its turn, gave place to a new Pasticcio, 
called Arsace, Meanwhile, the announcement that a 
novelty was in preparation gave rise to renewed excite> 
ment on the part of the subscribers. We have already 
mentioned the engagement of three Composers for the 
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service of the Boyal Academy. The Directois were now 
80 ill-^yised as to entertain the idea of employing them 
all, Bimnltaneonsly, npon one and the same great work. 
Accordingly, the libretto of a new Opera, called Muzio 
ScevotOf haying heen prepared by Paolo BoUi; Attilio 
Ariosti was commissioned to compose the First Act; 
Bnononcini, the Second; and Handel, the Third In 
order that the work of each Composer might, as far as 
possible, be complete in itself, each Act was to be pre- 
ceded by an Overture, and to terminate with a Choras. 
The Songs were so distribnted as to bring each of the 
three eoUaborateurs into equal prominence ; and we may 
be sure that each did his best to produce a favoxirable im- 
pression upon the public, though, since unity of design 
was manifestly incompatible with the primary conditions 
of the scheme, the attainment of dramatic truth was 
simply impossible. The first Overture was the weakest 
of the three; and the Songs in the First Act were 
by far the least attractive : circumstances not at all sur- 
prising if we are' right in attributing this division of the 
work to Ariosti. In so doing, we do but follow the 
generally-accepted tradition, as recorded by Mainwaring,^ 
and corroborated by the consentient authority of Hawkins, 
and Bumey. But, in a MS. Score forming part of the 
Dragonetti Collection in the British Museum, the First Act 
is ascribed to ' II Signer Pipe ' — a sobriquet well known 
to have been applied to Filippo Mattei, a YiolonceUist in 
the then Opera Orchestra : and, on the strength of this, 
Mattel's claim has been sometimes regarded as not wholly 
destitute of foundation. Mattheson, with his usual dis- 
regard of facts, has done his best to involre the subject 
in uncertainty by telling us that Buonondni composed 

1 <Memoir8.' 
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the First Act, and Mattel the Second.^ This assertion we 
know to be incorrect : and we cannot help thinking that 
Mainwaring's account carries with it more show of feasi- 
bility than any other. At any rate, the Second Act 
was certainly composed by Buononcini, of whose pen it 
was by no means unworthy. He did not, however, 
venture to produce a new Overture, but contented himself 
with remodelling one which had already been successfully 
received, in 1707, in connection with the Pasticcio called 
Thomyris. We need scarcely say that the Music of the 
Third Act is incomparably finer than that of the First, or 
the Second. Handel's treatment of the subject is 
especially remarkable for its impassioned phrases of 
Accompanied Recitative. His Overture, too, is a remark- 
ably fine one. In reply to a critic of the period, who 
complained, that, in the Answer to its Fugal Subject, a 
certain Semitone was unlawfully made to do duty for a 
Minor Third, Oeminiani exclaimed, *E vero. Ma g[uel 
semitono vale un mondo.* (^ True 1 but that Semitone is 
worth a world.') * 

Though its cast included the names of all the best 
Singers of the company, the success of Muxio Scevola was 
scarcely commensurate with the excitement to which its 
preparation had given rise. On the other hand, its elBfect 
upon the future of the Boyal Academy, and upon the 
private fortunes of Handel and Buononcini, was most 
disastrous. It set before the woiid, in the position of 
acknowledged rivals, two Composers so unequally matched, 
that, but for the bitterness of party feeling, the weaker 
Maestro could not have held his own for a single moment. 
The gentle Ariosti neither lost nor gained by the ill-judged 

1 Critiea Mwica, toL i. p. 256 (Hamburg, 1723-1724), 
* Kainwaring, p. 44. 
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proceeding; but Buononcini's jealousy turned it into a 
lasting source of evil, of wMch it maiked, not, as some 
would haye us belieTe, tlie culminating point, but the first 
insidious beginning. Of this, we shall have more to tell 
hereafter. Suffice it, now, to say that the work created 
sufficient interest to lead to its successful performance in 
Hamburg, in 1723. The autograph Score, at Buckingham 
Palace, contains the Third Act only, dated Fine \ G, F, JET. | 
London, March 23. 1721. The transcript at the British 
Museum^ is complete, as is also another, in the Koyal 
Collection — ^in which no composers' names are mentioned 
— and a third, in the Boyal Library at Berlin. Walsh 
printed a selection of Songs from each of the three 
Acts, preceded by Buonondni's Overture, in 1721; 
and the Third Act was printed by the Grerman Handel 
Society, in 1874 ; but the First and Second Acts have 
never been published in a complete form. The first per- 
formance took place on the 15th of April, 1721. On the 
20th of May, Ariosti supplemented it by a new Opera, 
called Ciro, which was performed eight times : and, on 
the 5th of July, the season came to an end. 

The Theatre reopened, for its third campaign, on the 
1st of November, 1721 ; when, for more than a month, 
Arsaee, Astarto^ and Badamisto, were performed alter- 
nately. On the 9th of December, these gave place to a 
new Opera, by Handel, called FloridanUy adapted to a 
W/retto by Paolo BoUi, and entrusted, for performance, 
to Senesino, Baldassarri, Boschi, Mrs. Robinson (who was 
now singing Contralto), and Signora SalvaL This was 
followed by Buononcini's Crispo, and GrUdda^ with the 
last of which the season terminated, on the 16 th of 
June, 1722. 

1 Add. HSS. 16,108. 
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The fourth season opened, on the 7th NoYembei, 1722; 
but no new work was brought out, until the 12th of January, 
1723, when Francesca Cuzzoni made her first appearance 
before an English audience in Handel's OUone^ which 
contains a greater number of strikingly beautiful Songa 
than almost any other Opera of the period, not excepting 
even Rinaldo. The success of the new Ptima donna 
was almost unprecedented ; and, from the description of 
her personal appearance transmitted to us by contemporary 
writers, it is dear that the judgment of the public was 
influenced by her artistic powers alone. ' She was short, 
and squat,' says Horace Walpole, ' with a cross face, but 
fine complexion; was not a good actress; dressed ill; 
and was silly, and fantastical' Before she had been 
many days in London, erents proved that the 'cross 
face' betokened but too truly the possession of a 
stubborn temper. At the first rehearsal of Ottone^ she 
flatly refused to sing the lovely Aria, * Falsa immagine^ 
which Handel had written expressly for her. Said 
Handel, ^ I know. Madam, that you are a very Devil ; but 
I will let you see that I am Beelzebub, the Prince of the 
Devils.'^ And with that he seized her in his aims, 
and threatened to throw her out of the window ; where- 
upon she yielded in terror to his superior ^will, sang the 
Song in exact accordance with his directions, and achieved 
in it one of her most brilliant triumphs. 

In fact, under Handel's guidance, she carried the musical 
world by storm; received a salary of £2000 per annum; 
and, until the appearance of Faustina, in 1726, was with- 
out a rivaL She sang in Ottone, with Signora Durastantif 

^ < Oh, Madame, je aqoM hien que vous ilea una v^ritabls 
DiahUsM : mais je voua ferai s^voir, moi, que je euie BeeUehuh, Je 
Chef dee J)%<iblee.* Mainwaiing, p. 1X0. 
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Mis. EoHnson, Senesino, Beienstadt, and Boschi: and, 
with this poweifnl cafit, the Opera made so deep an im- 
piession upon the audience, that^ on the second night of 
its performance^ places were sold for five guineas each. 
It started with an uninterrupted run of eleven nights; 
after which it was succeeded by Ariosti's Ooriolano^ 
and Buononcini's Erminia. On the 14th of May, these 
gaye way to Handel's Flavio ; a work which rivalled even 
Ottone in the beauty of its melodies. Senesino, Cuzzoni, 
Durastanti, and Mrs. Bobinson, all distinguished them- 
selves greatly in the new Opera; and, with the eighth 
representation of this the season closed, on the 15ih of 
June, 1723, 

The next great event in connection with the history 
of the Eoyal Academy of Music, was the production, on 
the 20th of Eebruary, 1724, of Handel's Gitdio Cesare^ in 
which Senesino created a profound sensation by his magni- 
ficent delivery of the Accompanied Becitative, ^ Alma del 
gran Pompeo.' An interesting connecting link between this 
opera and Ottone, was first pointed out by Dr. Bumey. 
In the original autograph of the last-named work, the 
Overture consists of four movements : — a stately Intro- 
duction ; a brilliant Fugue ; the famous Gravotte, (which, 
as Bumey naively tells us, was played throughout 
the length and breadth of the land on every possible 
Instrument, from the Organ to the Salt-box); and a 
second Fugue, as brilliant as the first. Handel afterwards 
shortened this somewhat extended programme ; substituted 
the second Fugue for the first; and ended with the 
Gavotte; in which form the Overture was printed by 
Walsh, in 1723. But, feeling that the eliminated Fugue 
was too good to be wasted, Handel transposed it a semi- 
tone lower, and used it for the second movement of the 
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OreituTe to OiuUo Cesare — facts wliich are fully Tx)Tne 
out by the autograph Scores of the two Operas. 

HandeFs next Opera was Tamerlano ; produced on the 
3l8t of October, 1724, and remarkable for the dramatic 
power exhibited in its closing Scene, where the tyrant, 
Eajazet, who has taken poison, is tended by his daughter, 
with such devoted affection, that even Tamerlane is moved 
to pity. The tragic force of this powerful situation is 
irresistible. Its chief strength lies in the skill with which 
the Composer leads up to the touching climax : and so 
artistically is this accomplished, that it would be difficult 
to find a similar catastrophe more effectively treated, in 
any period of the history of Art 

Tamerlano was succeeded, on the Idth of February, 
1725, by Rodelinda. Cuzzoni created so extraordinary 
a furore in this charming Opera, that the brown silk 
gown, trimmed with silver, in which she performed the 
part of the heroine, led the fashion of the season. 
Senesino also won great and well-deserved applause by 
his interpretation of the Accompanied Recitative, ' Pompe 
vane di nunie/ and the following air, 'Dom sei, amaio 
bene* — ^so well known to English Vocalists, as 'Holy! 
Holy i 1 

The Opera closed this year on the 1 9 th of May. Handel 
was anxious, during the recess, to visit his mother, at 
Halle ; but, finding that the responsibility of his position 
rendered it impossible for him to leave London, he 
addressed to his brother-in-law, Dr. Michaelsen, a letter 
which exhibits his character in a very different light from 
that in which it has usually been painted. Hawkins tells 

^ Schceloher Justly remarks that, had Haadel adapted this text 
himself, he would certainly haTa repeated the woid * Holy ' three 
times. 
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US, in so many words, that ' His social affections were not 
veiy strong.' Yet, in the few reliques we possess of his 
correspondence with this beloved brother-in-law, the 
expression of these * social affections ' is strong enough to 
exclude all reference to the artist-life of which we should 
so gladly hail a record couched in his own terse phrases. 
Filial piety was one of the most prominent traits in his 
character. It is true, Erau Dorothea Handel was a mother 
whose devoted love few sons could have been ungrateful 
enough to treat with indifference : but sons do forget 
their duties sometimes ; and it is refreshing to find a man 
of genius, famous, and busy, who has been universally 
described as before all things an astute citizen of the 
world, disguising, under the courteous formality of the 
period, a child-like simplicity such as could scarcely have 
been exceeded had his whole life been spent within the 
influence of the loving little home-circle at Halle. 



' London, June f !, 1726. 

'Sir 
' and most Honoored Brother. 

'Again I find myself very much to blame for not 
having performed my duty towards yon, Tfith regard to my 
letters, for so long a time; nevertheless, I do not despair of 
obtaining yonr generous pardon, when I assure you that my 
silence does not proceed from forgetf olness, and that my esteem 
and friendship for yon are inyiolable, as yon mnst already hare 
remarked, my honoured Brother, from the letters I have written 
to my mother. 

'My silence, indeed, has proceeded rather from my fear lest I 
should weaiy you with a oorrespondence which you might find 
troublesome. But that which leads me to disregard these reflec- 
tions in worrying you with my present letter is, that I cannot be 
BO ungrateful as to pass over in silence the goodness you have 
shown to my mother in her advanced age, for which I offer you 
my very humble thanks. You know how deeply I am interested 
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in all thai oonoemB her, aad can therefore jndge the depth of the 

obligation under whioh 70a have plaoed me. 

'I Bhonld esteem myself happy, my rery dear Brother, if I 

could engage yon to send me some news, from time to time ; and 

yon may depend npon my sincerity and good faith in reply. I 

had hoped to be able to renew my friendship by word of month, 

and to visit your neighbonrhood, on the ocoasion of the King's 

visit to Hanorer; bnt I cannot yet pnt my wishes into effect. 

However, thongh the position of my affairs depriyes me, for the 

present, of the pleasore I have so long coveted, I do not despair 

of enjoying this happiness some day : and in the meantime, it 

would be a great consolation to me if I conld flatter myself that 

yon wonld think of me sometimes, and still hononr me with your 

friendship, since I shall never cease to be, with devoted affection 

and attachment, 

•Sir, 

' and most Honoured Brother, 
< Yonr very hnmble and obedient Servant, 

'GioKOB Fbidbbzo Handel.' 

' I send my very hnmble respects to Madame, yonr wife,^ and 
I embrace tenderly my dear Gk)d.danghter,' and the rest of yonr 
dear family. My compliments, if yon please, to all my friends.' 

We can well tmdeistand that Handel had but little 
time at his own disposal ; for the whole responsibility of 
the management deyolved npon him. Upon his jadgment 
the public depended for the selection of eyeiy novelty 
that was presented at the Theatre ; though, after delight- 
ing the subscribers with Roddindc^ in 1725, he himself 
produced no new Opera until the 12th of March, 1726, 
when Scipione started with an unbroken run of thirteen 
nights. So popular was the Triumphal March which 
opens the First Act of this delightful Opera, that^ 

^ Dr. Michaelsen married twice after the death of Handel's 
sister. His second and third wives were two sisters, named 
Dreissig. 

s Johanna Fridericat See anU, ehap. x. 
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like the Gavotie in Otho^ it was to be found upon 
the desk of eyeiy Harpsichord in the Kingdom. For 
forty years, the Band of the Grenadier Guards played 
it constantly, when on Parade; and under the name 
of the 'Eoyal Guards March/ the same Band plays 
it still, and still claims it as its own peculiar property.^ 
Cray also introduced it, in 1729, into the English 
Opera, Pollys in the form of a Chorus, adapted to the 
words, * Brave BoySy yrepare^ Fortunately, not even 
Folly could vulgarise a Composition so fuU of stately 
dignity and massive grandeur. 

1 The tradition of the Begiment is, that the famotu Moyemeni; 
was ' specially composed by Handel as a Parade Slow March for 
the Gh:enadiBr Gaards, before it was introdnoed into Scipio,' 
No donbt on this point is entertained by the Officers, who are 
natnxaUy very prond of their grand old March. 



CHAPTER xvnr. 

CUZZONI AND FAUSTINA. 

ExAOTLT twelve months, to a day, after the first per- 
formance of Roddinda, Handel became an Englishman, hy 
Law, as well as by his own hearty predilection. The 
Act for his Naturalisation (in company with Louis 
Sechehaye, and others) is dated, Feb. 13th, 1726. On 
the 14th, he took the then indispensable oath of allegiance^ 
in the House of Lords. And, on the 20th, the Act 
received the Boyal assent. He was now ' one of us,' in 
the eyes of the world, as well as in his own, and in those 
of all England. As a bond of moral union between 
himself and his adopted countrymen, the legal process was 
wholly supererogatory. But it opened his way to the 
Office of 'Composer of Musick to the Chapel Boyal,' 
wliich could only be held by a British Subject ; and the 
King also took this opportunity of nominating him 
'Composer to the Court.' 

But no amount of Eoyal favour could stifle the 
jealousy enkindled by the ill-starred subdivision of 
Muzio Seevola. Though Buononcini had, as yet, found 
no reasonable pretext for declaration of open war against 
his illustrious antagonist, there could be no doubt that he 
was only waiting for a fitting opportunity : and, in the 
meantime, the King's Theatre became the scene of an 
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exhibition of artistic rivaliy, which exerdsed a veiy baneful 
influence upon its future prospects. 

In order to add as much as possible to the attractions 
of the season^ the Directors of the Royal Academy secured^ 
early in the year 1726, the services of Signora Faustina 
Bordoni, a Singer of extraordinary ability, who afterwards 
became the wife of Hasse, but who at this period was 
xmmarried, and in the enjoyment of a reputation which 
extended from one end of Europe to the other. It will 
be readily understood, that the engagement of this popular 
favourite was distasteful, in the last degree, to Cuzzoni, 
whose chagrin must have been increased a thousandfold 
hj her rival's irresistible charms of person^ manners, and 
disposition ; for Faustina was as beautiful and attractive, 
OS Cuzzoni was the reverse. As women, they had scarcely a 
trait in common. As Artists, it seemed impossible to choose 
between them. They are said to have been both bom in 
the year 1 700 ; and therefore twenty-six yean of age, at the 
time of their joint engagement^ The range of their 
voices, too, seems to have been very nearly equal ; for a 
careful study of Handel's Scores shows that the best notes 
of both lay between the D below the Treble Stave, and 
the G above it Faustina, indeed, was very rarely per- 
mitted to exceed this compass; though Cuzzoni not un- 
frequently sang A, and was now and then allowed to 
touch B flat. Bumey tells us that ' Cuzzoni's voice was 
equally dear, sweet, and flexible. It was difficult for the 
hearer to determine whether she most excelled in slow 
or rapid airs. A native warble enabled her to execute 
divisions with such facility as to conceal every appearance 
^f difficulty; and so graceful and touching was the natural 

^ Another oooonnt, howerer, reproMnts Faustina as Oozzoni's 
4Knior, by nearly seven years. 
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tone of her ToicOi that ahe lendeied pathetic whatever ahe 
sang, in which she had leisure to unfold its whole yolumei 
In a Gantabile Air, though the notes she added were 
ieW| she never lost an opportunity of enriching the Canti- 
lena with all the refinements and embellishments of the 
time. Her shake was perfect. Her high notes wei» 
unrivalled in deamess and sweetness; and her intona- 
tions were so just and fixed, that it seemed as if it were 
not in her power to sing out of tune.' Of Faustina, he 
says, 'She in a manner invented a new kind of sing- 
ing, by running divisions with a neatness and velocity 
which entranced all who heard her. She had the art 
of sustaining a note longer, in ^the opinion of the 
public, than any other Singer, by taking her breath 
imperceptibly. Her beats and trills were strong and 
rapid ; her intonation perfect ; and her professional 
perfections were enhanced by a beautiful face, a symmetric 
figure, though of small stature, and a countenance and 
gesture on the Stage, which indicated an entire intelligence 
and possession of the several parts she had to represent.'^ 
The two rivals had sung together, at Venice, in 1719, 
in (Jasparini's Lamoaio ; but they were then dSbutantes. 
The difficulty of bringing them together, in 1726, was so 
great, that few less energetic men than Handel would 
have undertaken the task. But, nothing ever daunted 
him. They were engaged to sing a ]?ai^d^^uafe;^ and he 

1 < Hisfc. of Hnaic/ yoI. it. pp. 806-806. 

^ The general belief wtm, that they each reoeiTed £2000 per 
aimimi; but one aooonnt says that ]P»aituia zeoeiTed £2600. 
Hawkins tells ns that Onzzoni had taken a solemn oath neyer to 
sing for a less sum than Faustina; and that the Birectorfl, wish, 
ing, after a time,^ to dismiBS her, offered her 2000 guineas, and 
Faostina 2001, wherenpon she retired from her engagements 
But the story is soaroely oonsiBtent with known faotB. 
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80 ananged their parts, in Alessandro, the Opeia he pie- 
pared for their joint appearance at the King's Theatre, that 
discontent on either side was impossihle. They sang 
Song for Song throughout the entife Opera. In the Third 
Act, they each sang a Duet with Senesino, and in Flaea 
rahnOf the Duet they sang together, towards the close of 
the first Act, the voice parts were so nicely balanced, and 
crossed each other so frequently, for the purpose of giving 
each Singer the upper part by turns, that it was quite 
impossible to say which was singing IFirst^ and which 
Second. All that the Master could do to keep the peace 
between them, he did; and, possibly, they might have 
done very well together, after all, but for pretended 
friends, who encouraged them to quarrel, as polite savages 
encourage dumb animals to destroy each other, for the 
pleasure of looking on at the strife. 

The success of Alessandro exceeded even that of Otho, 
It ran on, without interruption, from the night of its first 
representation — the 5th of May, 1726 — till the season 
closed, on the 7th of June. But, except in its artistic 
aspect, the policy of the Directors was suicidal Their 
expenses had never, from the first, been covered by their 
receipts; and while speculators were selling the tickets 
they had forestalled at eight times their nominal value, 
it was evident that it needed but a few more sudi 
splendid successes to reduce the Boyal Academy to ruin. 
On the 5th of December, the Duke of Richmond was 
elected Deputy Governor for the ensuing year; and a 
new Court of Diiectors was appointed, numbering among 
its members, the Duke of Manchester, the Marquis 
of Caernarvon, the Earls of Chesterfield, Burlington, 
Albemarle, and Monteith, Viscount Limerick, the Lord 
Mayor, and thirteen other gentlemen. A month later, a 

L 2 
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Bixteenth call of five per cent was made upon the sub- 
Bcribers; and it was generally nndeistood that a lapid 
ahsorption of capital was in progress. 

On the part of the audience, however, no sign of 
diminished interest was perceptible from first to last, but 

» 

rather the reverse. The dissensions of the rival Prime 
Donne were regarded as by no means the least attractive 
feature in the programme. Ladies of rank had the bad 
taste to exacerbate the feud by publicly espousing the 
cause of one of the combatants, while doing their utmost 

^ to depreciate the merits of the other. Anonymous squibs 

' found their way into the newspapers. Vulgar caxicatures 
were exposed for sale in the windows of the print-shops ; 
and the whole town rang with the minutest details of the 
cabal. Cuzzoni was supported by the Countess of 
Pembroke, Sir Wilfred Lawson, Sir William Gage, and 
Mr. Simon Smith; Faustina, by the Countess of 
Burlington, Lady Delawar, Lady Cowper, and Sir 
Eobert Walpole. When the leaders of one party ap- 
plauded, those of the other hissed ; and, with the excep- 
tion of Lady Walpole, whose behaviour, throughout^ was 
that of a true gentlewoman, all strove so hard to widen 
the imseemly breach, that, if report may be believed, the 

'belligerents had recourse, at last, to blows. Horace 
Walpole tells an amusing story of his mother's difficulty 
in keeping the peace between them. On Sundays, when Sir 

- Bobert was absent, she used to invite them both to dinner; 
and, by careful diplomacy, obtained sufficient concession^ 

. from either side to ensure a pleasant meeting. But, one 

evening, when all the rank and fashion of London were 

present at one of her receptions, she found it so difficult 

> See Harl. MBS. No. 9316, pp. 819| 894. 
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to settle the question of precedence between the rival 
claimants, neither of whom could be prevailed upon to 
relinquiBh iihepcu, that she had almost given up all hope 
of hearing them sing, when, by a lucky inspiration, she 
tempted Faustina to a distant room, under pretence of 
showing her some curious china. Cuzzoni, supposing that 
her opponent had quitted the field, now consented to sing 
to the company: and, when her Songs were finished. 
Lady Walpole spirited her away, upon a similar pretext, 
while her guests listened to the performance of Faustina. 
£ut, at the Opera, where no such expedients were practio- 
able, the battle was fought, d otdraTice, and the audience 
expressed its opinion without reserve. 

But, notwithstanding their implacable jealousy — 
perhaps, to some extent, in consequence of it — ^the 
Frime Donne worked nobly for the cause of Art. So 
far as the highest branches of style and expression were 
concerned, Handel was the most accomplished Maestro di 
Canto then living. Though Nature had endowed him 
with a voice too poor to attract attention, for its own sake, 
even in private, the pathos of his style was so irresistible, 
that, one evening, when he had been prevailed upon to 
sing a slow Aria, at the house of Lady Bich, Farinelli 
could with difficulty be persuaded to sing after him. 
Under his careful superintendence, Cuzzoni and Faustina 
learned many things which they could scarcely have dis- 
covered for themselves ; and we may be sure that each 
did her best to prevent the other from excelling her, in 
the delivery of the finest Dramatic Music then in existence. 
After the termination of their engagement, they perpetuated 
the traditions of this brilliant period in other countries. 
Ificolini, Senesino, Durastanti, and other famous Singers 
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whose higher education Handel had completed, for his 
own great puipoeee, did the aame. And eo it came to pass 
that certain decades of the 18th centorj were richer in 
Opera Singers of the highest class than any similar 
periods we can cite, either in the 17thy or the 19th. 



CHAPTER XIX. 

<X)NCEBNIKG THB DECLINE AND FALL OF THE BOTAL 

AOADBMT OF MUSIO. 

On the 7ih of Januaiy, 1727, the King's Theatre le- 
opened, after an imusually long recess, with Ariosti's 
Jjudo Vero ; and, on the 3l8t of the same month, Handel 
directed the first performance of his Ammeto, which 
started with a brilliant run of nineteen nights, and is said 
to have attracted larger audiences than any other Opera 
We can scarcely wonder at this ; for, in every new work 
that he produced, at this prolific period, Handel astonished 
his hearers by some new manifestation of creative power : 
and it would have been difficult to find a more congenial 
subject for the exercise of his rich Imagination than a 
libretto founded upon the ^AXtajams of Euripides. The 
first Scene represented Admetus, languishing upon the bed 
of sickness from which he was destined to be raised by 
the self-sacrifice of his wife Alcestis, and tormented in 
his sleep, by a troop of Spectres. Sanesino excelled 
himself, in his delivery of the impassioned Bedtative 
and Air connected with this exciting situation. Boschi 
was a magnificent Hercules; and his petfoxmance was 
greeted with well-deserved applause. The Music allotted 
to AlcestiB, overflowing with the tender pathos befitting 
a chaiaeter so touchingly beautiful, was admirably inter- 
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preted by Faustina. Guzzoni's part — ^that of tho heroine 
of a counter-plot — ^though of necessity less interesting, as 
a dramatic creation, than the role assigned to Faustina, 
afforded numberless opportunities for the display of her 
talent as a vocalist, and earned for her a trenchant com- 
pliment which has been often recorded. One evening, 
while she was singing ' Sen vola ' some one in the gallery 
cried out ' Damn her ! she has a nest of nightingales in 
her bosom ; ' and, in a copy of the libretto, once in the 
possession of Dr. Bumey, Lady Cowper, as if to balance 
this, wrote, against the name of Faustina^ 'She is the 
Devil of a Singer.' 

Arnmeto was succeeded, on the 6th of May, by AstyanaXy 
the last Opera composed by Buononcini for the Eoyal 
Academy. The work was moderately successful ; but, on 
the occasion of its ninth performance, on the 6th of June 
— ^the last night of the Season — the Theatre was disgraced 
by a disturbance which not even the presence of the 
Princess Amelia could quelL^ From hisses and yells, 
the infuriated partisans of Faustina and Cuzzoni proceeded 
to cat-calls ; and the voices of the Singers were drowned in 
the hubbub caused by the leaders of 'the best society' 
in London. 

Before the reopening of the Theatre, it was England's 
fate to pass through a political crisis which made many a 
loyal heart beat high with mingled hope and terror. On 
the 11th of June (O.S.), King George I. died suddenly at 
Osnaburgh. The news of his decease aririved in England 
on the 14th. On the 15th, George XL was proclaimed 
at Whitehall with the customary formalities ; and, before 
long, preparations were made for his Coronation in October. 

1 Bnmey says, the Princess Caroline : bnt, a letter written by 
the Countess of Pembroke settles the qnestion, bejond dispute. 
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The new Sovereign retained Handel in his service; 
and, in addition to the two pensions conferred upon him by 
Queen Anne, and King George L, confirmed his title to a 
third, of equal amount, in connection with the Office of 
Musick-Master to the young Princesses — ^an appointment 
upon the duties of which he had entered some time 
previously. He had now, therefore, a fixed income of 
X600 per annum, secured to him for life ; an honourable 
position in the Eoyal Household ; and, apart from these, 
the official dignity derived from the appointments of 
Composer to the Court, and to the Chapel Boyal, from 
which, however, he appears to have derived no regular 
emolument. There is, indeed, some little difficulty in 
understanding the exact conditions attached to the grant 
of these two last appointments, which, in Handel's case at 
least, seem to have been merely titular. The first, created 
expressly to do him honour, was probably connected with 
the King's Private Band, the constitution of which has 
suffered no material change since it was first instituted by 
King Charles IL : and, if so, it must have been for this 
Band that he wrote the Minuets performed at the Court 
Ball, on the King's Birthday— the 30th of October, 1727 
— and afterwards published by Walsh. The salary 
pertaining to the second is known to have been received 
by Dr. Greene : yet, Handel is distinctly named as the 
holder of the Office;^ and there can be no reasonable 
doubt that it was in virtue of it that he composed the 
Music which has since made the Coronation of King 
Greorge II. a landmark in the History of Art. 

This Music, commonly known as the Coronation Anthem^ 

^ 'Composer of Hasiok for the Chapel Boyal; Mr. George 
Handel.' Chamberlayne, * Magna BriiawMa-Notitia ; or The 
present state of Great Britain, etc.,' p. 69. (Lond. 1727-1728.) 
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is airanged in four diyiBions, all intimately connected with 
eacli other, though not actually continuous. The order in 
which they stand in the original Score is as follows : 

1. Zadok the Priest. (1 Kings, L 38-40.) 

2. Let thy deeds he glorious.^ (Ps. iTTxix, 14, 15.) 

3. The King shall refoice. (Ps. zxL 1.) 

4. My heart is inditing. (Ps. xlv. 1.) 

The MS., at Buckingham Palace, is undated ; but we 
Imow that the Music was rehearsed, at Westminster 
Abbey, on the 6th September, 1727, in the presence of 
the young Princesses;^ and that, on the day of the 
Coronation itself — October 11th — The King shall rejoice,^ 
preceded by a Flourish of Trumpets, was sung after the 
Act of Homage; Zadok the Priest^ after the Eling had 
taken the Coronation Oath; and My heart is inditing^ 
at the close of the Ceremony. The place of Let thy 
deeds he glorious is not so easily ascertained. But, 
notwithstanding the argument brought forward by Dr. 
Crotch, in his preface to the edition published by the 
English Handel Society, it is certain that the Composition 
was performed entira 

If the four divlBions of this gorgeous Hymn of 
Triumph cannot, as a whole, be compared with the whole 
of the Dettingen Te Deum, or of Deborah, they contain 
passages the grandeur of which even Handel himself has 
never exceeded. The introductory Symphony of Zadok 
the Priest paints the approach of the whole world to 
the splendid Festival, in a Procession stretching back 

^ These are the words in the original Score. The Anthem is 
more generally known as, ' IM thy hand he strengthened.' 

s British Joumai, Sept. 7, 1727. 

t This mnst not be oonfonnded with the DeUingen Anthem, of 
the same name, for an aoooont of which see Chapter 
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from the door of the Abbey to the nttermost parts of the 
eartL The festal joy of Kings shaU be thy nursing fathers, 
carries all before it ; and the first and last Movements of 
The King shall rejoice will alone suffice to prove, that, 
though so much occupied at this period in the production 
of Italian Operas, Handel was already, beyond all com- 
parison, the greatest Choral Composer in the world. 

The Coronation Anthem was published, in a complete 
form, by Walsh ; and has been reprinted by Arnold, and 
the English and German Handel Societies ; but, with the 
exception of Zadok the Priest, it is scarcely ever now 
performed in public. 

The excitement of the Coronation had scarcely had 
time to subside, before the King's Theatre reopened, on 
the 8rd of October, with a repetition of Ammeto, which 
Handel replaced, on the 11th of November, with Biccardo 
Prime, Re dH Inghilterra, The Songs for Cuzzoni and 
Faustina were again so arranged as to balance their 
opportunities for display exactly; and Senesino's part 
was one of the finest that had ever been written for him, 
containing divisions of extraordinary difficulty, filled with 
reiterated Semiquavers which few Singers of the present 
day would venture to attack, and fewer still could hope to 
execute with the agility necessaiy to ensure even the most 
moderate success. 

Biccardo Prima began with a run of eleven nights ; but 
the number of subscribers fell off rapidly. The exhibition 
of party feeling which had led, at the close of the 
preceding season, to such disgraceful results, was beginning 
to bring forth its natural fruit. People of good taste 
were driven away from the Theatre ; and, as the rioters 
did not think it necessary to make good the losses caused 
by their scandalous behaviour, it soon became evident 
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that serious misfortunes were impending. All that un- 
flagging zeal directed bj true genius could do, Handel 
did, to save the Academy. On the 17th of February, 
1728, he produced his Siroe, which started with nineteen 
representations; and, on the 30th of April, he supple- 
mented this by Tolomeo, in which an immense sensation 
was produced by the celebrated 'Echo Song,' Dite chefat 
the melodious phrases of which were sung, on the Stage, 
by Guzzoni, and repeated, behind the Scenes, by Senesino. 
With a fair field before them, these two fine Operas could 
scarcely have failed to support the Directors in their 
endeavours to save the speculation from ruin. But, the 
Fates were against them. On the 29th of January, 1727, 
T?ie Beggar's Opera, written by Gay, and filled with Songs 
adapted to a selection of popular English Melodies by 
Dr. Fepusch, had been produced, under the management of 
Bich, at the Little Theatre in Lincoln's Inn Fields. Its 
success continued unabated. It ran for sixty-three nights, 
during its first season; attracting crowded houses every 
evening. The vulgarity of its subject proved irresistible 
to those who, by their own vulgarity, had done their best 
to ruin the Academy ; and the undeniable beauty of the 
Airs arranged by Dr. Fepusch outweighed the offensive 
character of the plot in the opinion of many whose taste 
was less depraved. The success of this captivating 
Fasticcio— for it really \b captivating, in spite of its 
odious faults — acted fatally upon the already falling 
fortunes of the Italian Opera. Tolomeo was represented 
no more than seven times. On the 1st of June, 
the season came to an end.^ Meetings were afterwards 

' Inclading Miuio Seevola, Handel wrote fourteen Operas for 
the Boyal Academy. The f oUowing dates are appended to the 
original KSS. in the Boyal Ck>Uection : 



1728.] COLLAPSE OF THE BOYAL ACADEMY. 157 

convened by tlie Directors for the purpose of discussing 
the possibility of reopening the Theatre. But it was 
found that the £50,000 originally subscribed had been 
entirely swallowed up in the enormous expenses incurred 

(1.) BadamUto, Libretto by Paolo BoUi. MS. unsigned and 
undated. (Produced, April 27, 1720.) 

(2.) Muano SetvoUu Libretto by Paolo Bolli. MS. of Act lU. only; 
signed— jPitm | Q. F. B. \ London. March 28. 1721. (Produced, 
April 16, 1721.) 

(3.) Floridante. Libretto by Paolo Bolli. Last Chorus and date 
wanting in original MS. (Produced, Deo. 9, 1721.) 

(4.) Ottone, Libretto by Nioola Haym. MS. signed — Fine \ 
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1722. (Produced, Jan. 12, 1723.) 



(6.) Flavio. Libretto by Nio61a Haym. MS. dated— JFVna deU 
Opera. London. May 7. | 1723. (Produced, May 14, 1723.) 

(6.) Qiulio Ceeare. Libretto by Nioola Haym. Dated in pencil 
—Anno 1723. (Produced, Feb. 20, 1724.) 

(7.) TamerUmo. Libretto by Nioola Haym. MS. dated— ^»fts 
dell Opera, Commincia li 3 di LugUo e finita U 28 | anno 1724. 
(Produced, Oct. 31, 1724.) 

(a) JBodeZinda. Libretto by Nicola Haym. MS. dated— JVn« 
dell Opera \li20di Oenaro 1725. (Produced, Feb. 13, 1725.) 

(9.) Seipione. Libretto by Paolo Bolli. MS. deJted—Fine deU 
Opera \ G. F. H. March2 \ 1726. (Produced, March 12, 1726.) 

(10.) AUeeandro. Libretto by Paolo BolU. UB. dated— Fine dell 
Opera \ U 11 d'Aprile 1726. (Produced, May 5, 1726.) 

(11.) Ammeto. Librettist unknown. Only a few undated 
fragments of the MS. can be found in YoL iii of * Songs and 
Sketches.' (Ptoduoed, Jan. 81, 1727.) 

(12.) Ricoardo I^- Libretto by Paob Bolli MS. signed— 
Fine deU Opera | Q. F. H. | May 16, 1727. (Produced, Nor. 11, 
1727.) 

(18.) Siroe, Libretto by Metastasio. MS. signed— Kne dell 
Opera \ 0. F. Handel \ London. Felnmary 6, 1728. (Produced, 
Feb. 17, 1728.) 

(14.) Tolomeo. Libretto by Nicola Haym. MS. signed — 
Fine \ deW Opera \ Q. F. Handel \ April 19, 1728. (Produced, 
AprU 80, 1728.) 
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« 

by the management; and, as no more money oould be 
raisedi the scheme was deolaied to be at an end. The 
company then dispeised. Faustina and Senesino accepted 
engagements at one Theatre in Venice; while Cuzzoni 
and Boschi sang, with Nicolini and FarineUi at another. 
Andy after a career of less than nine years' duration, the 
effect of which had been to raise Dramatic Music to a 
higher level than it had ever before attained in any 
country in Europe, the Royal Academy of Music became 
a thing of the past. 



CHAPTEE XX, 

HANDEL AS MAKAQEB. 

ExGEFT, perhaps, to the lackless Directors of the 
rained Company, the crash which terminated its 
existence was a matter of veiy small importance, com- 
pared with the success of the Theatre in Lincoln's Trm 
I'ields. Miss Fenton, the first representatiye of Polly 
Peachnm, sealed her triumph by becoming Duchess of 
Bolton — a dSnouement which probably caused greater 
astonishment to herself than to the public. Gay thought 
to increase his good fortune by continuing the story of 
The Beggca's Opera in a second piece, called Pollys which 
was announced for performance in the year 1728, but 
forbidden by the Lord Chamberlain. He therefore 
determined to publish it, under the patronage of his friend, 
the Duchess of Queensbeny, who compelled every living 
soul she met to subscribe a guinea for a copy, and urged 
the matter so strongly, in the presence of the King, that 
he forbade her appearance at Court In vain did Hogarth 
wield his pencil, and Dr. Arbuthnot his pen, in scorn of 
this degradation of the beautiful to the service of the 
coarsest satire — for, be it understood, once for all^ that 
the Music of both The Beggar's Opera and Polly y is 
intensely beautiful, and that the satire of both, rade as 
it is, is directed against evils crying as loudly for redress 
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as any that were ever castigated by Juvenal, or Persios. 
In vain did Henry Carey cover the pieces with ridicule as 
scathing as their own. Thousands, unable to appreciate 
the real beauty of the Music, were attracted by its sim- 
plicity. Thousands more, to whom evil was good, took 
pleasure in the coarseness with which it was exposed. 
And so it fell out that The Beggar's Opera was the only 
piece that could obtain a hearing. Yet, such was 
Handel's faith in his Art, and in himself, that he secured 
possession of the King's Theatre, on his own account, in 
partnership with Heidegger, and set off for Italy, for tho 
purpose of bringing together a new company of Singers. 

He was accompanied, on his journey, by his old friend, 
the Abbate Steffani ; and was everywhere received with 
honour. In Yenice, Kome, Milan, and other great 
Italian cities, he heard the newest works of Foipora, 
Yinci, Hasse, and the most popular Composers of the day, 
and made acquaintance with a multitude of Singers. 
From among these, he selected Antonio Bemacchi, an 
artificial Soprano who had already been heard in England, 
in 1717, and, since then, had earned, in Italy, the title of 
' The King of Yocalists ; ' Annibale Pio Fabri, the most 
accomplished Tenor Singer of the age; Signora Strada, 
an excellent Prima donna ; Signore Merighi, and BertoUi, 
who sang Contralto ; and Signora Fabri, the wife of the 
Tenor. To these, he added^ in EEamburg, Herr Johann 
Gottfried Biemschneider, a Barytone, intended to take the 
place of BoschL 

In accordance with his invariable custom, Handel looked 
forward to the pleasure of visiting his aged mother, at 
Halle, while on his way home from Italy. On hia 
arrival, at Yenice^ he forwarded the following letter to 
Dr. Michaelsen : 
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^Yenioe, March 11, 1729. 
'Sir 

' and most Honoured Brother, 

' Yon will find, from the letter which I heremth send 
to my mother, that I am honoured with the receipt of jonra, 
dated the 18th of last month. 

' Permit- me, in these few lines, to offer yon my best thanks, 
and to beg yon kindly to send me yonr welcome news, from time 
to time, while I am travelling in this ooontry, since yon cannot 
be ignorant of the interest and satisfaction it affords me. Yon 
have only to address yonr letters to Mr. Joseph Smith, Banker, 
at Venice (as I have already explained), and he will forward them 
to me, in whaterer part of Italy I may be staying. Yon may 
well imagine, my most hononred Brother, the satisfaction with 
which I learn that yon and your dear family are in good health ; 
and I trust, with all my heart, that yon may continue so. You 
will dome the justice to believe that the thought of so soon 
embraoiog you gives me real gratification. I assure you that this 
was one of the chief motives which led me to undertake this 
journey with so much pleasure. I hope my wishes may be accom- 
plished towards the month of July next. In the meantime I wish 
you every prosperity; and, making my best compliments to 
Madame, yonr wife, and embracing your dear family, I am, with 
devoted affection (j^auion inviolahle)^ 
'Sir, 

' and most Honoured Brother, 

* Your very humble and obedient Servant, 

'Gbobgb Fbidsric Handxl.' 

To this letter, Handel leceived a very alarming 
reply, informing him that good Frau Dorothea had been 
seized with a paralytic attack, from which very serious 
conseqnences were apprehended. Hurrying home, as fast 
as possible, in consequence of this sad intelligence, he 
was thankful, on reaching Halle, in the month of 
June, to find her so far recovered as to be able to 
walk from one room to another, with the help of a 
stick: but her sight was entirely gone. The meeting 
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"Was a painful one; its sorrow lightened only by the 
humble piety of the veneiable parent, and the devotion of 
the loving son whom she could only recognise by the 
pressure of his band. He never saw her again : but she 
lingered for more than a year after this sad interview ; 
dying, on the 27th of December, 1730, a few weeks only 
before her eightieth birthday, beloved by all who knew 
her, and never forgotten by the son who owed so much 
to her pious instruction, and so well understood the 
immensity of the debt. On the 2nd of January, 1731, 
ahe was laid beside her husband, Meister Gorge, in the 
family vault ; and, in a Funeral Oration spoken over her 
grave, Herr Consistorialrath Johann Georg Francke dwelt 
touchingly upon the mutual affection which had so 
materially affected the lives of both mother and son. 
Two letters addressed by the latter to his brother-in-law, 
with reference to this sad event, are now in the collection 
of his great-great-niece, Frau Prof. Senff: and, thougli 
their dates somewhat anticipate the course of our narra- 
tive, we think it better to insert them here, than to refer 
to the subject again. The first is written in German : 

the second, in French. 

'London, February H 1731. 
•Sir 
< and most Hononred Brother. 

* I have duly reoeived your honoured letter of the 6th of 
Jannaiy, and learned from it the care yon have taken to commit 
the remains of my late mother to the earth, conformably to her 
wilL I cannot yet restrain my tears. Bnt it has pleased the 
Host High to enable me to submit, with Ghristian calmness, to 
His holy wilL Your thonghtfnlness will never pass from mj 
temembranoe, nntil, after this life, we are once mora united, 
which may the All-good God in His meroy grant ns. 

' The innumerable obligations under which my honoured brother 

has laid me, by the continual solicitude and care with which he 
has always tended my late dear mother cannot be acAmowledged 

with wprds alone, but with dutiful recognition. 
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' I hope my honoured brother receiTod my lart letter, written in 
answer to hie own of the 28th of December, with the enclosure 
for Herr Oonsistorial-Bath Franck, and my cousin, Deacon 
Tamst. I also expect with impatience his honoured answer, 
incAnding notice of expenses incurred, and also tho printed 
Funeral Oration, and Verses, I am greatly obliged for the Poem 
last sent to me, and shall guard it as a treasured memorial. 

' Let me also, in the last place, condole most heartily with my 

Honoured brother, and his wife, on the loss they haye sustained in 

the death of their brother-in-law. Their Ohristian calmnesH 

strengthens me much. May the Host High grant to all of us onr 

^faithful desires. To His Almighty keeping I recommend my 

honoured brother, and all his amiable famify, and remain, with 

tamest devotion, my honoured brother's most humble and obedient 

Servant, 

'GiOBoi FxDiKO Hakdbl.' 

The second letter is dated six months later. 

< LondoB, U7 fSr^ 1781. 
*Sir 
' and most Honoured Brother. 

' I see, by the letter yon did me the honour to write to 
me, on the 12th of July (n.s.), in response to my former commu- 
nication, and by the specification enclosed t h e r ein, how careful 
were your arrangements on the occaaion of the interment of my 
dearest mother. 

< I am also deeply obliged to you for the copies of the Funeral 
Oration which you have sent me, and to which you were pleased 
to join one made for my late father. 

A portion of the autograph letter has here been cat away. 
The remainder proceeds as follows : 

I shaU understand, later, how to acquit myself of part of the 
obligation I owe you. Meanwhile, I entrust you to pay my 
respects and compliments to Madame, your dear wife, to my dear 
God-daughter, and the rest of your dear family, and to believe, 
-with regard to yourself, that I am, with devoted affection. Sir, 
sand most honoured brother, yours 

M 2 
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The mgnatme has mifortunaiely been cat away, for 
presentation to the ' Hendel Schutz.' 

While staying in Halle, Handel leceived an invitation 
to Leipzig, from Johann Sebastian Bach, who was, that 
year, too ill to leave home: bnt, it will be readily under- 
stood that he was nnwilling to deprive Frau Dorothea of 
a single moment of the leisure time at his disposal ; and 
so it happened, that, as we have already sidd. the two 
great Composers never met 

The new company arrived in London in the antnnm 
of the year 1729 ; and first appeared in Handel's new 
Opera, Lotario^ with which the Theatre opened, on the 
2nd of December. The piece w;as founded upon a 
libretto by Matteo Noris. The Score, finished little more 
than a fortnight before the first performance, and dated 
Fine delV Opera \ G, F. Handd, November 16, 1729, 
contains some new and striking effects, and brings the new 
Tenor, Fabri, into unwonted prominence for the period*; 
for, in the 18th century, the part of the hero was always 
given to a Soprano, and the Tenor usually played a very 
unimportant role indeed. The same peculiarity is observ- 
able in Partenqpe, to a libretto by Silvio Stampiglia, pro- 
duced on February 24th, 1730. The First Act of this 
is dated Fine dell Alio prima \ Jan. 14 ; and the Third, 
Fine ddV Opera \ O. F. Handel \ d Londres \ ce 12 de 
Fevrier 1730 | v,8, Handel was, therefore, occupied 
rather a longer time than usual in the preparation of the 
last two Acts, which were probably interrupted by other 
duties connected with the management of the Theatre. 
He must, indeed, have been overwhelmed with anxieties ; 
though the first season, which terminated on the 13th of 
June, gave prospect of fair success. 
During the recess, Handel concluded an engagement 
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iiritli Senesino to "whom be agreed to give 1400 gaineas 
for the ensuing season. The terms on which the arrange- 
ments were concluded are explained in the following 
communication addressed to the British Envoy Extra- 
ordinary at the Court of Tuscany. The original letters 

are written in French. 

* London, Jfine il, 17S0. 

'Sir, 

Sinoe I had the honour to write to yon, we bave sncoeeded 
in renewing onr engagement with Sig'^ Merighi; and, aa she 
has a Contralto Yoioe, it is now desirable that the woman engaged 
in Italy should be a Soprano. I have therefore famished Mr. 
S winny with directions to this effect ; recommending, at the same 
time, that the lady whom he introdnoes to yonr notice sbonld be 
able to perform a man's part, a^ well as that of a woman. There 
ficeras reason to belieye that yon haye not yet made any engage- 
ment with a female Contralto ; but should joa have done so, we 
must abide by it. 

' I take the liberty to beg yon, once more, to make no mention 
in the contracts, of first, second, or third parts, since that might 
hinder ns in the choice of a Drama, and is besides a source of 
gresA inconvenience. We hope also to procure, through your 
assistance, a man and woman, for the next season, which will 
begin in the month of October of the current year, and finish in 
July, 1781 ; and we await yonr news with impatience, for the 
information of the Court. 

< It remains only for me to repeat my assurance of the deep obli- 
gation under which yon have placed me by yonr kindness in this 
matter. I have the honour to be, with respectful affection, 
' Sir, your very humble and obedient Servant, 

* Gborgs Fridxbic Handel. 

' To Mr. Colman, Envoy Extraordinary of 
His Britannic Majesty to His Boyal 
Highness the Duke of Tuscany, at 
Florence.'^ 

^ ' Pogthwrums Letters, from various ceMyrated men, addressed 
to Francis Colman and Qeorge Colman the Elder,* pp. 19-20 
(LondoDy 1820). 
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Swinny afterwards wrote to the Enyoy, suggesting the 
expediency of securing either Seneaino or GarestinL The 
result of the negotiation appears in Handel's second letter. 

* London, f{ October, 1780. 

•Sir, 
' I have jnst had the honour of reoeiTing your letter of the 
22nd of last month (n.b.), bj which I le»m the reaions that have 
detemuned yon to engage 8' Sinesino for the ■am of f onrteen 
hondred guincM, to whioh we agree; and I xetnm yon my very 
humble thanks for the trouble you hare been so good as to take 
in the matter. The aforesaid S' Sinesino arriyed here twelre 
dajB ago, and I did not fail, on the presentation of year letter, to 
pay him, on account of his salary, the hundred guineas yon 
promised him. 

' As for Sig*^ Pisani, we hare not heard her; and, as the sesaon 
18 now far advanoed, and the Operas will soon begin, we will 
diflpenae, this ysar, with another woman from Italy, haying 
already azranged the Operas for the company we have now at 
command. 

' I am nererthelesa very much obliged to you for thinking of 
Sig*^ Madalena Fieri, in case we should be absolutely in need 
of another woman able to act a man's part; but we must oontent 
ourselves with the five persons, having found means of supplying 
the rest. 

' To your generous assistanoe the Oourt and Kobility in great 
part;owe the satisfaotion of having now a company to their taste ; 
it only remains, therefore, for me to express to you my deep 
feeling of gratitude, and to assure you of the very respectful 
attachment with which I have the honour to be, 
• Sir, 

' Your very humble and obedient Servant^ » 

' GsoBoi Famaaic Kummu 

* To Hr. Oolman, Envoy Sztraordioary,' etc. etc.^ 



^ Poaihumous Letters, etc. etc., pp. 28-29. The original auto- 
graph of this second letter is in the Library of the Sacred 
Harmonio Society, No. 2014. 
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It is clear, from the high terms paid to Senesino, 
that his repatation had not declined since his last visit 
to England. The popular favourite made his reappearance 
at the King's Theatre, on the 3rd of November, in a revival 
of Scipio; and continued to sing with Strada, and the 
xest of the company, in that, and other Operas, until the 
2nd of February, 1731, when he played the part of the 
hero in Poro, founded upon Metastaaio's well-known 
Drama, ' Alessandro/ The Score of this charming Opera 
is dated, with unusual precision. Fine dell Atto primo 
Mereredi U 23 di Decembr 1730; Fine deU Atto 2^ \ 
G. F. Handel, Decemb^ SO aHo 1730; and. Fine dell' 
Opera Foro, a Londra ffli 16 di Gennaro 17S1. The 
Second Act, therefore, was written in a week. Yet 
it 6erfcainly shows no sign of haste; but> 'as is 
almost always the case with the works which Handel 
wrote most rapidly, is pervaded by a delightful 
freshness, which was not without its effect upon the 
audience, who received it with special favour, resigning 
it only in favour of revivals of BincUdo, and Roddinda^ 
with the last of which the second season closed, on the 
29th of May. 

Handel produced no new Opera, during the remaiuder 
of this year; but, on the 15th of January, 1732, he 
brought out a very fine one, adapted to Metastasio's Ezio, 
^The Score of this, though undated,^ furnishes us with 
some curious information. The first page is headed, 
* Ouverture pour r Opera Titus VEmpereur;* and the 
first Scene represents Titus, on his throne, in the Piazza 
Imperiale. This Scene, which begins with a Chorus, is 
followed by the first Scene of Ezio^ which begins with a 
March; and JEzio is then continued, without interruption. 
^ Through the 1o6b of the last paga 
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It is clear, therefore, that Handel once had in contemplation 
an Opera of which we know nothing. 

On the 19th of February, 1732, JSno was sacceeded 
bj Sosarme, written by Matteo Nona, and dated, Fins 
deW Opera. O. F. Eandd li 4 Febraro \ Venerdi \ 1732. 
The Score of this again gives evidence of a change of 
libretto. It was originally entitled, Alfonso Primo ; 
but, after completing the Music, Handel altered the 
names of the entire Draniatis peraonm. It contains, 
among other fine Songs, the well-known Rend^ U sereno ai 
cigliOf written for Signora Strada, and afterwards so long 
popular as * Lord, remember David.' 

The success of these Operas, and of the Theatre 
generally, was all that could be desired in its relation 
to Art, though possibly less satisfactory in its finiMiftiA.1 
aspect. The Beggar's Opera was, by this time, a thing of 
the past PoUy had been prohibited. Tfie Village Opera, 
The Beggar's Wedding^ and the thousand imitations which 
appeared continually, were comparative failures. Yet, 
such serious attractions were opposed, at the Concert- 
Boom in Yillar's-Street, and the Little Theatre in the 
Haymarket, to the performances at the King's Theatre, 
that it became necessary for Handel to take decided 
measures, in order^that he might be able to hold his own 
ground. 



CHAPTER XXL 

OONOSBNINa THB RBVIVAL OF ' ESTHEBy' AXTD * ACIS AND 

OALATEA.' 

On Handers forty-seyenth birthday, the 23id of February, 
1732, the Children of the Chapel Eoyal gave a private 
performance of the first English Oratorio, Esther, with 
scenery, dresses, and action, at the house of their master, 
Mr. Bernard Gates, in James Street, Westminster. 

The representation of dramatic pieces by the Boyal 
Choristers was no new thing. During the reigns of 
Queen Elizabeth and King James I., Masques were played 
at Court, with the richest dresses and most splendid 
pageantry that the taste of the age could produce ; and, 
on these occasions, the principal parts were constantly 
enacted by the little Choir-Boys, on one of whom, known 
only by lus initials, S. P., Ben Jonson wrote the lovely 
little epitaph printed at page 38 of the old folio edition 
of his works : 

Weep with me, all you that read 

This little story; 
And know, for whom a tear yon shed 

Death's self is sorry. 
'Twaa a Child that so did thrive 

In grace and feature 
As Heav'n and Nature seemed to strive 

Which own'd the oreatnre. 
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Yeares he numbered soaroe thirteen 

When Fates tam*d crnel, 
Yet three filled zodiaokes had he been 

The stage's jewel. 
And did act, what now we moane 

Old men so dnlj, 
As sooth the Parosd thought him one, 

He played so tmelj. 
80 by error to his fate 

They all consented ; 
Bnt viewing him since, alas ! too late, 

They have repented, 
And have sought to give new birth 

In baths to steep him ; 
Bnt, being so much too good for earthy 

Heay'n tows to keep him. 

In 1634, Milton vfrote Comtis for two UtUe actors, 
of equally tender years — ^Lord Brackley, and his brother 
The Hon. Thomas Egerton. It was strange that a zealous 
Puritan should have encouraged the stage at the 
moment when Prynne's Histrio-Mastix was attracting so 
much unenviable attention from men of all parties. 
Within ten years after the production of Comus at 
Ludlow, both actors and singers were efifectually 
silenced by the self-elected rulers of the country. But, 
during the reign of King Charles IL, the Children of the 
Chapel Koyal came once more to the front, and the extra- 
ordinary revival of English Art known as The School of 
the Restoration owed its most brilliant triumphs, both in 
the domain of Church Music, and that of the Drama, to 
the talent which was fostered under the protection of the 
Merrie Monarch, in the Choir at Whitehall. From that 
time forward there was no period at which one or more 
Choristers of talent and ability were not to be found 
among the little band of Boyal protSgis. Bernard Gates 
educated a great many, who, if not distinguished like 
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Humfiey, and Purcell, by transcendent genius, became 
known, in due time, as thorough Musicians, accomplished 
Singers, and at least respectable Composers. Among 
these were two — John E««idali, and Samuel Howard — 
who afterwards became Doctors of Music ; and a third — 
John Beard — who speedily developed into the greatest 
Tenor Singer of the age. These all took part in the first 
private performance of Esther^ the cast of which was thus 
arranged : 

John Bandall. 

I James Butler. 

Mordecai, and ) ^ i. -n 

-r 1*^ Tk I Jonn iSrown. 

Israelite Boy ) 

iBraelitiflh Priest John Beard. 



Esther . 

AssaeruB, and 
First Israelite 



Harbonah • Price Cleyelj. 
Persian Officer, \ 

and > James Alien. 

Second Israelite ) 

Israelites / Samnel Howard. 

and < Thomas Barrow. 

Officers ( Bobert Denham. 



The performance, on this occasion, consisted of two 
Acts only ; beginning, as it had begun at Cannons, with 
the Recitative, '2Y« greater far. The Chorus, placed, like 
that of an antient Greek Tragedy, between the Orchestra and 
the Stage, consisted chiefly of the Choristers and Gentle- 
men of the Chapel Boyal and Westminster Abbey. The 
Instrumental Accompaniments were played by members 
of the ^ Philharmonick Society.' And the performance 
gave such pleasure to the kivited guests, that, by general 
request, it was repeated, with the same Singers, at the 
'Crown and Anchor' Tavern in the Strand, on two of 
the ^^subscription nights of the 'Academy of Antient 
Musick.'^ On one of these occasions, Handel himself was 

^ Barney, 'Commemoration of Handel/ pp. 22-23, (London, 
1785). Barney deeoribes the first of these performances as 
having taken place in the year 1731. This date, which Chaysander 
treats as a chronological error, is explained by the diiSerenoe 
between the Old and New Styles. (See Appendix A.) 
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present, and took so much pleasure in the performance, 
that he afterwards described it to the Princess Boyal, 
-who wished to see the Oratorio performed, by the same 
young Singers, at the Opera House. This however, was 
forbidden, by the then Bishop of London, Dr. Gibson, 
who refused to allow it to be sung in costume, even on 
condition that the Children should hold books in their 
hands. Of course, the prohibition did not extend to 
performances without dramatic action ; and this excep- 
tion exercised a most unforeseen effect upon Handel's 
subsequent career and fortunes. Though the first per- 
formances were strictly private, they attracted sufficient 
attention to excite the cupidity of a greedy speculator, 
who, some weeks later, inserted an advertisement in 
the 'Daily Journal,' to the effect that Esther 'as it 
was composed for The Most Noble James Duke of 
Chandos, by George Frederick Handel,* would be per- 
formed, on the 20th of April, 1732, at, ' the Great Boom in 
Yillar's-Street, York Buildings. Each ticket five shillings.' 
Handel's natural indignation at this act of piracy resulted in. 
a coimter-advertisement from himself, announcing that, 'B7 
His Majesty's command,' Esther would be performed at 
the King's Theatre in the Haymarket, on the 2nd of May, 
1732, 'by a great number of Voices and Instruments.' 
The conclusion of this advertisement is so important, as an 
indication of the manner in which the first English Oratorio 
was first publicly performed in London, that we give it in 
Handel's own words. 'N.B. There will be no acting on 
the Stage, but the house will be fitted up in a decent 
manner, for the audience. The Musick to be disposed 
after the manner of the Coronation Service. Tickets to 
be delivered at the usual prices.' 
In order to make the Oratorio as attractive as possible, 
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several new pieces were introduced into it ; and, on the 
appointed evening, the entire company took part in the 
performance, all singing in English.^ The whole of the 
Boyal Family were present ; and the house was so crowded 
that room could not he found for all who had purchased 
tickets. A second advertisement was therefore put forth, 
offering either to return the prices of the tickets to those 
who were unahle to obtain admission, or to supply all 
such persons with tickets for another evening. Colman 
tells us, in fact^ that the Oratorio was performed six times, 
and always to crowded houses. 

The success of Estlier tempted another unprincipled 
speculator to make an equally dishonest use of the 
published Score of Aeia and Galatea, This unblushing 
pirate was none other than the virtual lessee of the Little 
Theatre in the Hajrmarket, Mr. Ame, the father of Dr. 
Ame, the Composer^ As early as 1722, the songs in 
Acts and Oalatea had already been published, though in a 
very incomplete form, by Walsh; who, in 1730, made 

^ The adyertisemeat diBtinotly states that the Oratorio will be 
snxig in English ; but, yol. ii of ' Additional Songs/ in the Boyal 
Collection, the gpreater part of which is in Smith's handwriting, 
contains the foUowing pieces in oooneotion with Esther. (1. ) Tua 
heUezMO, tua dolcezzaj S. solo. (2.) < Watchful angeU' S. solo. 
(8.) 'Angelieo «p2«ndor.' S. solo. (4.) ' Cor fedsU: S. solo. 
(5.) ' Breathe soft, ye gales,* S. solo. (6.) ' Bleesinge around.' 
Bnet. (7.) * Heaven, Oh! lend me.* S. solo. {7.) ' Oh great King 
qf kings,* S. solo. ^.) 'AUelvoa.' S. solo. It is possible that 
some of these pieces may hare been snng on the occasion of later 
revivals. 

> The Little Theatre in the Haymarket— called, also, * The 
New Theatre' — ^was first opened as an English Opera-house, on 
the 29th of December, 1720. The original bnilding, designed by 
Potter, stood yery nearly on the site now occapied by the present 
' Haymarket Theatre,' whieh was bult by Nash, in 1820. 
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good his f onner omissionB by iasning a oompleto edition 
of the entire -work, as originally perfonned at Gannons. 
Taking advantage of this ciicumstance, Rich, the manager 
of the Theatre in Lincoln's Inn Fields, had, on the 26th 
of March, 1781, given a garbled performance of the 
Serenata, for the benefit of a member of his company, 
named Bochetti^ This interference with Handel's 
just rights was not followed up. But the trium- 
phant reception of Esther set Ame upon his mettle 
and tempted him to advertise for the 17th of May, 1732, 
a performance of the complete Serenata, 'as composed 
for His Graoe of Chandos/ with all the original Choruses 
and an unusual attraction of Singings Machinery, and 
Decorations. The part of Galatea was assigned to Miss 
Ame — afterwards Mrs. Gibber — ^the Composer's sister; 
that of Acis, to Mr. Mountier, a young Tenor of excellent 
promise; that of Damon, to Mrs. Mason; and that of 
Polyphemus, to Waltz, Handel's quondam cook : and this, 
at a house situated within a few paces of, and almost 
immediately opposite to, the Theatre of which Handel 
himself was, at that very moment, lessee. The dishonesty 
of the proceeding was almost forgotten in its insolence ; 
and Handel's wrath found expression in the announcement 
of a more than ordinarily attractive performance of the 
piece, at the King's Theatre, on the 10th of June, 1732. 
In this, he determined to embody a considerable portion 

1 The Theatre in Liiioohi'8 Inn Fields—nofc that called * The 
Dahe's The«fcre'— was bnilt, for Sir William Davenant, in the 
year 1662, on the site of an old Tennis Oonrt. In 1695, it was 
refitted, and otherwise greatly improred. Some seventeen or 
eighteen years later, it was entirely rebuilt, by a lawyer, named 
Christopher Bioh, whose son, John Bioh, the celebrated Harlequin 
and Manager, reopened it, with great snooess, in the year 1714. 
AH trace of it has long since disappeared. 
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«f his earlier Italian Serenata, Aei, Oalaiea^ e Folifemo, 
composed atiNaples, in 1708. . The policy of disturhing 
fhe arrangement of a work so sestheticallj perfect as the 
English Pastoral was more than questionable. That of 
mingling Italian and English words was indefensible. 
But Handel knew his audience: and he was fighting, 
for bare ezistencoy against a band of sharpers, whose only 
eare was, how to fill their pockets most easily at his 
expense. The event proved, that, in matters of worldly 
policy, he was considerably more than a match for his 
unscrupulous antagonists : while, as an Artist, he provided 
an entertainment, which would have left nothing to be 
desired, could it have been sung, throughout, in the 
same languid That, under the circumstances, this was 
impossible^ was rather his misfortune than his fault: 
and, before we pass sentence of condemnation upon the 
proceeding, we shall do well to remember, that, under 
pressure of a similar difficulty, a similar confusion of 
tongues was repeated, in London, only a very short time 
ago, at a performance of the highest class. In that case, 
as in this, the absence of dramatic action placed the 
performance on an altogether different level from the 
hybrid Operas formerly represented at Hamburg, and in 
London ; and the worst that can be said is, that some 
parts of the Concert were necessarily sung in one language, 
and some in another.^ 

^ At a performance of Beethoven's Choral Symphony wluoli 
took place, nob long ago, at the Orystal Palaoo, one of the Solo 
parts was song in German, and the rest, with the Ghoms, in 
Snglish. Thig mixture of langnages was the resolt of a com- 
bination of oironmskanoes whioh involved, an nnforeaeen, and 
absolutely unavoidable difficulty. It is not, however, the only 
instance of a polyglott performance whioh has ooomcred within 
the writer's memory. In the year 1848, the last scene in 
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The adrertisement left the public in no doubt as to the 
nature of the promised entertainment 'There will be 
no action on the Stage/ it said, 'but the Scene will 
represent^ in a picturesque manner, a rural prospect, with 
rocks, groves, fountains, and grottos, among which wiU be 
disposed a Chorus of Nymphs and Shepherds, the habits 
and every other decoration suited to the subject/ In the 
Italian Serenata, the part of Acis had been sung by a 
Soprano; and that of Galatea, by a Contralto. At 
Cannons, Acis was a Tenor, and Galatea a Soprano. Oir 
this occasion, Acis was sung by Senesino, a Mezzo- 
Soprano; and Galatea, by Signora Strada, a Soprano. 
A similar change was also made in the part of Damon. 
At Cannons, this had been sung by a Tenor. It was 
afterwards transposed to the Soprano Clef, throughout, 
for one of the Choristers of the Chapel Boyal, or West- 
minster Abbey — ^probably. Master Goodwill — as we learn 
from a series of memoranda, written by Handel himself, 
in pencil, on the original score, ' in treble, for the Boy,' 
'here, for the Boy,' etc etc. The part of Polyphemus, 
always, naturally enough, allotted to a Bass, was sung 
in 1 732, by Montagnana ; though Handel has pencilled 
Beinhold's name against it for some other occasion, 
with Francesina's at the beginning of the Songs for 
Ckdatea, and Mr. Beard's against those for Acis.^ 

Donizetti's Lueia di Lammermoor was sung, at Dmry Lane, in an 
naavoidable miztnre of Italian and English ; Edgardo singiog in 
the former language, and the Choras in the latter. Again, in 
1880-1881, Madame Albani eang, and aoted, at Broasels, in 
Italian, while the rest of the compan7 sang in Franoh. Of 
oonrse, these cases are SBBthetioallj indefensible. Bat, the 
public wonld soaroel^ hare forgiven the suspension of the 
perfonnanoa on purely sssthetio grounds. 

^ In another MB. the names of Mr. Fowel, Jones, and Aedwin, 
are mentioned. 
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Besides these four original parts, Handel now added five 
more ; those, namely, of Clori, and EuriUa, (Soprani) ; FiUi, 
and Dorinda^ (Contralti) ; and Silvio, (Tenor). The Songs 
for Eurilla were smig bj Mrs. Davis ; those for Clori, by 
Miss Bobinson — ^probably, Lady Peterborongh's sister, 
Margaret, who is believed to have made her first appear- 
ance some three years previously, at Drury Lane. So many 
changes of Singers took place on this and other occasions, 
and so many new Songs were temporarily introduced and 
afterwards omitted, that it is difficult to ascertain the 
exact condition in which the Serenata was reproduced 
on any particular evening; but, by careful study of 
the original autographs in Her Majesty's Collection, we 
hope to have thrown some little light upon the subject. 
The sources we have consulted for this purpose are, (1) 
the original Scores of both the Italian and the English 
Serenata ; (2)yols L and iii. of the collection of autographic 
fragments entitled ' Songs and Sketches ; ' (8) Vols, i and 
iii. of the ^Additional Songs/ in the handwriting of 
Christopher Smith ; and (4) some scattered fragments, in 
ilie FitzwiUiam Library at Cambridge. By comparing 
the contents of these volumes with the printed Editions 
issued by Walsh, and other similar records, we have 
arrived at the conclusion that Acts and Galatea was 
represented, at the King's Theatre, on the 1 0th of June, 
1732, at the Theatre in Oxford, in July, 1733, and, in 
London and Dublin on some later occasions, with the 
well-known Airs and Choruses of the F.nglifth Serenata 
interspersed among the Italian pieces enumerated in the 
following scheme. There is abundant evidence to prove 
that fresh changes were introduced, as often as a new 
Singer took part in the performance; but the general 
plan seems to have remained unaltered ; and in the rough 
sketch of it with which we here present our readers, we 
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have disimgniahed all pieces composed expzessly for one 

or othar of the newer reviyals, by marking them with an 

asteriBk* 

Part L 

The Oyerture, Ihtrodactoiy Chorus, etc., as performed 

at Cannona 
Duet. * 8orge U du' (In Italian.) 
^Seven Italian Airs and Becitatives. 
English Airs ; comprising the greater portion of the First 
Part of the English Serenata, intermixed with the 
abore, 
*A Chorus, added to the Duet, 'Happy tre.'^ (In English.) 
♦Concerted Piece. ' Contento sol permesso amor,* (In Ital"*) 
*Coro Finale. Lieto esidti il tor* (do.) 

Part EL 

*Coro, e Solo (Galatea), * Voi veder.* (In Italian.) 
Aria. * De Taguila VartiglV ^ (do.) 

Five Airs, etc., and a Ritomdlo^ from the Italian Serenata. 
Air. ' Would you woo the tender creaJture.* (In English.} 

♦Chorus. * Smiling Venm, Queen of love.'^ (do.) 

^ The original auiognph of this Ghorns, in the Fitiwilliam 
Libraiy at Oambridge, oontains leTenteen bars more than the 
yenion printed by Walsh, and Randall, apon which bo many later 
editions have been based ; and inoludes, among the Acoompani- 
ments, a part for the OariUon, written on two Staves. There is reason 
to believe that this Ohoms was not introdnoed nntil the restoration 
of the pore English version, in 1739. 

^ Printed in one of Walsh's later editums. 

' The original autograph of this Ohoms is bound np at the end 
of the Score of the English Sorenata ; bat is written on different 
paper, and with different ink. It was inserted, b7 Sir Stemdale 
Bennett, in the edition printed for the English Handel Sooiet7; 
bat is not to be f onnd^ia anj other published oopj of the Sersnata. 
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*Air. ' Love ever vanquishing hearts,' (In English.) 

♦Chorus. * Smiling Venus/ Da Capo. ^do.) 

Part III 

*Coro.' ' Vivere e non amar.* ^ (In Italian.) 

♦Five new Italian Airs, etc.; and fonr taken from the 

Italian Serenata. 
*Scena. * Mi palpito il cor.'^ (In Italian.) 
English Airs; comprising the greater portion of the 
Second Part of the English Serenata, and alternating 
with the above-mentioned Italian pieces. 
♦Kecit. ^CeasSy Galatea, cease to grieve J ^ (In English, 
' For the Boy.') 
Final Chorus: ' Oalatea, dry thy tears.' (In English.) 

We give this scheme as an approximation only to the 
truth; and, as representing the general arrangement of 
the later revivals, rather than the exact order observed on 
any particular evening. On the occasion of its first 
presentation, the Serenata was repeated four times, with 
Senesino and Signora Strada, in the principal parts. 
Several times afterwards it was sung with equal success: 
and, on the 13th of September, 1739, Handel once more 
returned to the pure English version, as it had originally 
been performed at Cannons; but divided, as now, into 
two Acts, the first of which ended with the Chorus added 
to 'Happy we.' 

^ The original antograph of this fine Chonui, containing 
passages for the principal Singers, in eight Beal Parts, and 
embodying a portion of ' Wretohed lovers/ is contained ^ in 
ToL iil. of ' Songs and Sketches.' 

3 The original antograph of this magnificent Soena for Poli- 
femo is contained in vol. L of ' Songs and Sketches.' 

> Written by Handel, in pencil, on eight vacant Staves of the 
Choms, ' Oalatea, dry thy teart* 

js 2 



CHAPTER XXn. 

THE THBEATBNINa BTORH. 

The performanoe of Edher^ and Ada and Oalatea^ was 
received with demonstrations of pleasure which left no 
doubt in Handel's mind as to the readiness of the pubUc 
to listen to his great choral works, without the extraneous 
attractions of costume, and dramatic action. He did not, 
however, take immediate advantage of the experience he 
had gained; but reopened the Theatre, on the 4th of 
November, after a recess of four months, with a Pasticcio 
founded on Leonardo Leo's Catone ; and, on the 23rd of 
January, 1733, produced his own Orlando, the Score of 
which, adapted to an old libretto by Braccioli, is dated, 
Fine dell Atto 2*» | Nov, 10, and Fine ddV Opera. 
G. F. Handel \ Novemb^ 20, 1732. 

Apart from its artistic merits, this Opera is remarkable, 
first, as having afforded the brothers Gastrucci an oppor- 
tunity of exhibiting their skill upon the Instrument 
called the Violetta Marina^: and, secondly, as containing 
the last Songs written by Handel for Senesino, 

We have before spoken of Senesino as a man whose 
moral worth was scarcely upon a level with his artistic 

^ Barney describes this InBtmment as 'a kind of Viol d*amour 
with sympathetic strings.' Senesino's air, ' Qxa V ebro mio ciglio, 
in the Third Act, is accompanied by two Violette Marine.* 
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sldlL Quantz tells us, that, in 1719 — the year in which 
Handel secured his engagement for the Boyal Academy 
— ^he caused the utter dissolution of the Dresden company, 
by his quarrels with Heinechen, the then Kapellmeister.^ 
Horace Walpole relates a more trenchant anecdote, to the 
effect, that, for his insolent behaviour to Mrs. Bobinson, 
during the course of a rehearsal, 'Lord Peterborough 
publicly and violently caned him, behind the scenes.' 
That he should have remained so long in Handel's service 
is easily intelligibla In the first place, he was receiving 
an enormous salary. Under the great Master^s direction, 
he was gaimng an invaluable fund of experience. And, 
knowing what we do of Handel's powerful will, we can 
well imagine that a man capable of taking a caning for 
his misbehaviour would scarcely venture to rebel against 
him. But, the most timid schemer can sometimes manage 
to pluck up a certain amount of courage, under shelter 
of a congenial colleague ; and such a colleague Senesino 
found, in Handel's old rival, Giovanni Battista Buononcini. 
During the time that he remained in the service of 
the Academy, Buononcini lost no opportunity of in- 
gratiating himself with persons of distinction. His most 
enthusiastic patroness, at this period, was the Lady 
Henrietta Churchill, daughter of John, first Duke of 
Marlborough, and wife of Francis, second Earl Godolphin. 
On the Duke's death, without male issue, on the 16th of 
June, 1722, Lady Godolphin became, by the terms of the 
Patent, Duchess of Marlborough ; and, her admiration for 
Buononcini continuing unabated, she soon afterwards 
took him to live in her house in the Stable-yard at 
S* James's; gave Concerts, twice a week, at which no 
other Music than his was performed; and allowed 

^ 'Antobiogr.* ii. p. 176. 
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him a penfiion of £500 per annum — equal to nearly 
double that amount at the present day. Not content 
with this, she pushed his interests, in opposition to those 
of Handel, in every possible direction, and gained him so 
many influential patrons, that, when he published his two 
volumes of *Cantaie e Duettt' in 1722, many persons 
subscribed for five or more copies at two guineas each, the 
Duke of Queensberry (Gay's enthusiastic patron) taking as 
many as twenty-five, the duchess the same number. Lord 
Garleton thirty, and the Countess of Sunderland fifty. 
After the revival of Acts and Qalateti, Buononcini 
announced a rival Serenata, which was duly performed, 
at the King's Theatre — ^whether with or without Handel's 
consent, does not appear — on the 24th of June, 1732. 
Possibly, Heidegger may have had the power of granting 
the use of the house to anyone willing to pay for it ; but, 
be that as it may, it is certain that Signora Strada refused 
to sing for Buononcini's benefit; and, that the new 
Serenata was expressly put forward in rivalry to that 
of Handel. It was this foolish jealousy that provoked 
the celebrated epigram, often attributed to Swift, but, 
really, the work of John Byrom, the inventor of a 
system of shorthand : 

' Some say, oompar'd to Bnononcini, 
That Ifynheer Handel's bat a ninny $ 
Otlieni aver, that he to Handel 
Is Boarcely fit to hold a candle. 
Strange all this difference should be 
'Twizt tweedledum and tweedledee.' 

But, the strife did not end with epigranuL When 
Senesino revolted from his allegiance, a large proportion 
of Buononcini's late patrons ranged themselves under his 
banner, and set on foot a scheme which surrounded 
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Handel, and Heidegger, with difficulties little lees disastrong 
than those that had ruined the Academy in 1728. This 
vas nothing less than the establishment of a rival Opei% 
at the Theatre in Lincoln's Lm Fields, supported by a 
Company which included Senesino, Montagnana, and aU 
Handel's best Singers, except Signora Strada^ who alone 
remained faithful to her engagement. Cuzeoni was also 
invited to take part in the speculation, and actually did so 
in 1734. Porpora was engaged as Conductor. And, on 
the 15th of June, 1733, a preliminary meeting was held, 
at Hickf ord's great room in Panton street, for the purpose 
of discussing the plan of the approaching campaign. 

Meanwhile, Handel had prepared for the Lent of this 
year, his second English Oratorio, Deborah. The Poem 
for this was written by Samuel Humphreys. The Score 
*— written on Lnperial folio paper, eighteen inches high — 
is dated 8.D.Q. \ G. F. Handel j London. Feb 21. v. st. 
1733 : and the first performance, at which the King, the 
Queen, the Prince, and the three eldest Princesses were 
present, took^ place on Saturday, the 17th of March. On 
this occasion, the prices were raised to one guinea for the 
Boxes, and half-a-guinea for the Gallery ; a circumstance 
which gave serious offence to the public, and led to 
terrible reprisals. Li consequence of this, the work was 
by no means warmly received, though it contains some of 
Handel's finest Sacred Music The Overture is one of 
the best he ever wrote. The grand Double Chorus which 
follows it — * Immortal Lord of Earth and Skies ^ — 
embodies a conception as gigantic as any of those with 
which the composer afterwards astonished his hearers in 
Israel in Egypt : and the rest of the work ftdly justifies 
the anticipations raised by this magnificent exordium. 

But the last thing the supporters of the new schema 



184 LETTER FttOK PAOLO BOLLL [chaf. xxxi. 

desired was good Music from HandeFs fertile pen. 
Unhappily^ the raised prices gained them the sympathy 
of a certain section of the public On the 7th of April, 
a vulgar revolutionary paper, called 'The Craftsman/ 
published the following letter from Paolo Rolli, who^ it 
will be remembered, was one of the Poets originally 
attached to the Academy. 

Sib, 

I am always rejoiced, when I see a spirit of liiberty exert 
itself, among any set, or denomination of my conntrymen. I 
please myself with the hope that it will grow more diffasiye; 
some time or other become fashionable; and at last nsefnl to 
the pnbliok. As I know yonr zeal for Liberty, I thought I coald 
not address better than to you the foUowing aocomit of the 
noble stand, lately made by the polite part of the world, in 
defence of their Lihertiea and PropertieM, against the open attacks 

of Mr. H 1 against both. I shall singly relate the fact, and 

leave yon, who are better able than I am, to make what inferences, 
or applications may be proper. 

The rise and progress of Mr. H Va power and fortunes are 

too well known for me now to relate. Let it suffice to say, that 
be has grown so insolent upon the sudden and undeserved 
increase of both, that he thought nothing ought to oppose his 
imperious will. He had, for some time, gOTem'd the Opera, and 
modeU'd the Orehestre without the least controul. Ko Voices, no 
Instruments, were admitted, but such as flatter'd his ears, though 
they shock'd those of the audience. Wretched scrapers were put 
aboye the best Hands in the Orchestre, Ko Musick but his own 
was to be allow'd, though every body was weaiy of it : and He 
had the impudence to assert, that there teas no Composer in 
England but Himself, 

Even Kings and QuesTis were to be content with whatever 
character He was pleased to assign them, as it was evident in 
the case of Seignor Montagnana ; who, though a King, is always 
obliged to act (except an angry, rumbling song or two) the 
most insignificant part of the whole Drama. This excuse and 
abuse of power soon disgusted the Town ; his Government grew 
odious; and his Opera grew empty. However, this degree of 
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TiDpopnlarifcy and general hatred, instead of humbling him, onlj 
made him more f orions and desperate. He resolyed to make one 
last effort to establish his power and fortunes by force, since he 
found it now impossible to hope for it from the good will of man- 
kind. In order to do this, he form'd a Plan, without oonsnlting 
any of his Friends, (if he has any), and declared that at a proper 
season he would communicate it to the publick ; assuring us, at 
the same time, that it would be very much for the advantage 
of the public in general, and his (^percks in particular. Some 
people supposed that he had settled it priyately with Signora 
Strada del Pd, who is much in his favour; but all, that I can 
advise with certainty, is, that he had concerted it with a Brother 
of hia own, in whom he places a most undeserved confidence. 
In this Brother of his, Heat and Dullness are miraculously united. 
The former prompts him to anything new and violent j while the 
latter hinders him from seeing any of the inconveniences of it. 

As Mr. if Vs Brother, he thought it was necessary he should 

be a Musician too, but all he conld arrive at, after a very laborious 
application for many years, was a moderate performance upon 
the Jew's Trump. He had, for some time, play'd a Bcvrte Bvffa 
abroad, and had entangled his Brother in several troublesome 
and dangerous engagements, in the commissions he had given him 
to contract with Foreign Performers ; and from which (by the 

way) Mr. H 1 did not disengage himself with much honour. 

Notwithstanding all these and many more objections, Mr. H 1, 

by and with the advice of his Brother, at last produces his 
Project ; resolves to cram it down the throats of the Town ; mis- 
uses great and aweful Names, as the patrons of it ; and even does 
not scruple to insinuate that they are to be sharers of the profit. 
His Scheme set forth in substance, that the late decay of Operas 
was owing to their cheapness, and to the great frauds committed 
by Door'Keepers j that the annual Subscribers were a parcel of 
Bogaes, and made an ill use of their Tickets, by often running 
two into the Gallery ; that to obviate these abuses he had con- 
trived a thing, that was better than an Opera, call'd an Oratorioi 
to which none shall be admitted but by printed Permits, or 
Tickets of one Guinea each, which should be distributed out of 
Warehouses of his own, and by Offi>eers of his ovm naming ; which 
Officers would not so reasonably be supposed to cheat in the col- 
lection of Quineas, as the Door-Keepers in the collection of half 
Guineas ; and lastly, that as the very being of Operas depended 
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QpoD him tingly, ifc waa jnrt that the profit ariBing from henoe 
■honld be for his own benefit. He added, that if any person 
■honld think himself aggrieved, and that the Oratorio waa not 
worth the prioe of the Permit, he should be at liberty to appeal 
to three judgee of Mueickf who shonld be obliged, within the space 
of seven years at farthest, finally to determine the same ; prorided 
always that the said jndgfes shonld be of his nomination, and 
known to like no other Masiok but his. 

The absurdity, eztravaganoy, and opposition of thie Scheme 
disgusted the whole Town. Many of the most constant attenders 
of the Operas resolv'd absolutely to renonnoe them, rather than 
go to them nnder such extortion and vexation. They ezolaim'd 
against the insolent and rapacious Projector of this Plan. The 
King's old and known servants of the two Theatres of JDrury- 
Lane and Covent^Qarden reap'd the benefit of this general dis- 
content, and were resorted to in crowds, by way of opposition to 
the Oratorio. Even the fairest breasts were fired with indig^nation 
against this new imposition. Assemblies, Cards, Tea, Ooffee, and 
all other female batteries were vigoronsly employ'd to defeat 
the Project and destroy the Projector. These joint endeavours of 
all ranks and sexes sncceeded so well, that the Projector had the 
mortification to see a very thin andience at his Oratorio ; and of 
about two hundred and sixty odd, that it oonsisted of, it was 
notorious that not ten paid for their Permits, but, on the oontrazy, 
had them given them, and money into the bargain, for coming to 
keep him in countenance. 

This accident, they say, has thrown him into a deep 2£elancholy, 
interrupted sometimes by raving Fite, in which he fancies he 
sees ten thousand Opera Devils coming to tear him to pieces; 
then he breaks out into f rantick incoherent speeches ; muttering 
sturdy Beggars, <usassination, etc. In these delirious moments, he 
discovers a particular aversion to the City. He calls them all a 
parcel of Rogues, and asserts that the honesteet Trader among them 
deserves to be hang'd. It is much to be questioned whether be 
will recover ; at least, if he does, it is not to be doubted but he 
will seek for a retreat in his own Country from the general 
resentment of the Town. 

lam, BIR, 

Tour very humble Servant, 

V lo 
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P.B. Haying seen a little epigram, lately handed about Town^ 
which seemB to allude to the same 8ubjeot| I believe it will not 
be unweloome to your readers. 

xnoKAic. 

Quoth W e to H ^1, shall We Two agree, 

And txcise the whole Nation ? 

H. 8if Caro, 9%. 
Of what use are Bkeep if the Shepherd oau't shear them 
At the Hay^MarJcet I, you at Westminster. 

W. Hear him. 

Oall'd to order, their Seconds appear in their place i 
One fam'd for his Morals, and one for his Face. 
In half they succeeded, in half they were crost : 
The ExciBs was obtained, but poor Debobah lost. 

It has been suggested that this coarse tissue of false- 
hoods was, in reality, nothing more than a political sqtiib, 
directed against Sir Eobert Walpole's famous 'Excise 
Bill;' and, that Handel's name was used for no other 
purpose than that of shielding the writer from a Gk)yem- 
ment prosecution. The low character of the paper in 
which it appeared gives the supposition a certain amount 
of colour, which is heightened by the evident drift of the 
postscript But, we must remember that Paolo Belli was, 
at this time, in the pay of the rival speculators, or, to use 
the expression he himself employed, in the libretti he 
wrote for them, of la nohilta Britannica; and it is 
difficult to believe that the letter could have been written 
with any other object than that of injuring Handel in the 
eyes of those who had the bad taste to subscribe to ' The 
Craftsman.' Moreover, this was not the only attack that 
was made upon the character of the great Composer. 
Those who had determined to compass his destruction 
were not scrupulous as to the language they used. Goupy, 
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the Scene-painteii insulted him in an odious caricftture, 
afterwards reproduced with the title of 'The charming 
brute/ and now invaluable, in consequence of its rarity. 
Dr. Arbuthnoty on the other hand, loyal to the heart's 
core, satirised his opponents, with bitter irony, in his 
' Harmony in an Uproar^ written under the pseudonym of 
' Hurlothrumbo Johnson, Esq.' ^ 

The Duchess of Marlborough died on the 24th of 
October, 1733, while the dispute was at its height; and 
in the same year, her favourite Buononcini, disgraced, in 
the eyes of his warmest supporters, by his appropria- 
tion of a Madrigal by Lotti, quitted the Kingdom, 
to return to it no more. But the strife continued, with 
undiminished bitterness, till Handel was little less than 
ruined, and Senesino eclipsed for good and all, by a rival 
belonging to his own party, of whose exploits we shall 
treat in our next chapter. 

^ * Harmoiiy in an XJproar • : A Letter to F — d — k H — d — 1, 
Esq., etc. etc. 4*0 (London. 1733.) 



CHAPTER XXnX 

THB RIVAL OPSRAS. 

Thb 'Opera of the Nobility,' as it was somewhat pre- 
tentiously called, began its first season, at the Theatre in 
Lincoln's Inn Fields, on the 29th of December, 1733, 
with a new Opera entitled Ariadne, written by Paolo 
Bolli, and composed by Niccolo Porpora, who directed the 
performance in person. 

Handel began his winter season, at the King's Theatre, 
on the 30th of October ; but was able to offer the public 
no very great attraction, until the 4th of December, when 
he introduced a new Singer, whom he had engaged to 
take the place of Senesino. This splendid acquisition 
was Giovanni Garestini, an artificial Gontralto, whose 
Voice was universally admitted to be the deepest and 
richest in Europe, and whose method was faultless. 

Garestini made his first appearance in a Pasticcio ; but 
achieved his first real triumph in Handel's Ariannaf the 
Score of which is dated. Fine deU* Opera \ London 5 Ocioh^ 
G F Handel \ 1733, though the Opera was not produced 
until the 26th of Januaiy, 1734. The lUn-etto, by 
Erancis Golman, though not remarkable as a specimen 
of Italian Poetry, contains some striking dramatic situar 
tions; notably, one in the first Scene, where Minos, 
sitting upon his throne, receives the tribute of Athenian 
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Youths and Yirgins deatined to be sacrificed to the 
Minotaur. The Minuet which accompanies this ceremony 
did not, as has been generally supposed, form part of the 
Overture, but was played after the rising of the curtain; 
and so enchanted the audience, that, like the Gravotte in 
OthOy and the March in Scipio, it soon found a home on 
the desk of every Harpsichord in the Kingdom. It is, 
indeed, a masterpiece of poetic talent, uniting the yolup* 
tuous beauty suggested by the old Greek Myth with the 
natural expression of deepest human sadness ; and it is 
worthy of remark, that here, as in ihe*D«ad March' ia. 
Saul, Handel speaks to us of the utmost sorrow a mourn- 
ing nation can feel, by means of a few simple chords in 
the Major Mode. The whole Scene produced a profound 
impression upon the public ; as did also Garestini's mag- 
nificent interpretation of the part of Theseus, which 
abounds with such unwonted difficulties that we may well 
doubt whether any Singer of the present generation could 
do it justice. 

But, Ariadne could not save Handel's fortunes. His 
contract with Heidegger expired on the 6th of July, 1734. 
His rivals took advantage of this ; and, by securing the 
King's Theatre for themselves, took the first trick in the 
fatal game. On the 5th of October, Handel reappeared 
with Ariadne, at the far smaller and less convenient 
Theatre in Lincoln's Inn Fields. On the 29th, his rivals 
opened the season at the King's Theatre with Hasse's 
Artaserse, the cast of which, in addition to Senesino,. 
Montagnana, and Guzzoni, included the most renowned 
artificial Soprano in Europe, Garlo Broschi, better known 
by his assumed name, Farinelli. The engagement of this 
accomplished Artist secured the second trick for the 
*Nob%ltd BritannicaJ How Handel, who is said to have. 
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once had the option of engaging him in place of Carestini, 
sa£fered such a chance to escape him, it is difficult to 
nndeistand. On the other hand, though Faiinelli's 
reception in England was flattering enough to show a full 
appreciation of his artistic stattis, it lacked the over- 
whelming furore with which he was everywhere greeted 
on the Continent. His success, though brilliant enough 
to ruin Handel, did not suffice to save the fortunes of 
those by whom he was engaged. 

On the 18th of December, Handel removed to Govent 
Garden Theatre, then newly built, and in every way 
better suited to his purpose than the smaller house.'L 
Here, besides reviving many of his earlier pieces, and 
using many favourite old Songs, in Orestes, and other 
Pasticcios, he produced, within the space of less than 
three years, six new Operas — Ariodante, Alcina, AtcUania, 
Arminio, Oiustino, and Berenice, varying the performance, 
during Lent, by the substitution of other works, concern- 
ing ^hich we shall speak more particularly elsewhere.^ 

1 Covent Garden Theatre was built, on the site of the renerable 
Conrent (Convent) Garden from which it takes its name, by 
Shepherd, the architect of a once popular Theatre in Goodman's 
Fields. The old house, first opened to the public by John Bich, 
the clever Harlequin and Manager, on the 7th of December, 
1732, and immortalised by Hogarth, in his celebrated Engraving 
known as 'Bich's Glory,' was leased, two years later, by Handel ; 
destroyed, by fire, in 1808 ; and rebuilt, in 1809, by Sir Bobert 
Smirke. The new building was enlarged, for the use of the 
Boyal Italian Opera Company, in 1847 ; burned down, in its turn, 
in 1856; and, in 1858, replaced by the present Theatre, built 
from a design by Hr. "E, M. Barry. The loss occasioned by the 
destruction of the HS. Parts of Handel's Operas and Oratorios, in 
the fire of 1808, is irreparable. 

^ The following are the dates appended to the Operas com- 
posed by Handel for Coyent Garden Theatre, between the years 
1784-1787. 
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In AnodarUe, and Aleina, the principal man's part was 
sung by Carestini, whom Handel moulded to his will as 
carefully as he had previously moulded Cuzzoni, Senesino, 
and Montagnana. So imdaunted was he by the defection 
of those three great Singers, that» when Garestini refused 
to sing 'Verdi prati,' which had been expressly prepared 
to show off the beauty of his Voice, in the Second Act of 
Aleina, he cried, ' You dog ! Don't I know better as 
yourself what is good for you to sing f If you will not 
sing all the Songs what I give you, I will not pay you 

1. Ariodante. Libretto by Antonio Salvi. HS. dated, at the 
beginning, Auguit 12, 1734. | angefangen. At the end of Act 1» 
Agott 28, 1784. Later on, Fine delV Atto 2do U 9 di Settemhr 
1784; and, Fine delV Opera Oetohr 24, 1734. (Produced, Jan. 8, 
1736.) 

2. Aleina, Libretto by Antonio Marchi. HS. dated, Fine 
delV Opera | G. F. Handel | AprU 8 | 1786. (Prodnced, April 16, 
1785.) 

3. Atalanta, Librettist uncertain. KS. dated. Fine delV 
Atto 1 I April 9, 1736— Fine delV Atto 2do | April 14, 1736— 
Fine delV Opera \ Q. F. H. April 22, 1736. (Prodnced, in honour 
of the Frinoe of Wales's Marriage, May 12, 1786.) 

4. Arminio, Librettist uncertain. HS. dated, Angefangen 
Sept. 16 I Mitttpoeh \ 17S6— Fine delV Atto primo | Sept 19, 
ITZQ—Fine delV Atto 2*> | Sept. 26 | 1736-JPine delV Opera \ 
0. F, Handel Oetohr 8 anno 1736 | den 14 dieaee vollendet | alles 
ausgefailet, (Produced, Jan. 12, 1737.) 

6. Oiuetino, Libretto by Count BeregouL HS. dsted, at the 
beginning, Agoet 14 | 1736 ; and, later on. Fine deU Atto 1 Agoat 
29 1736— JPVn« delV Atto 2 Sept 3 1736— Ptn« delV Opera. O. K 
HandeL London 7 Septembr 1730 — u. von den 16 Oct hie den | 
20, 1736 avsgirfUllet. (Prodnced, Feb. 16, 1787.) 

6. Bere7iice. Librettist unknown. HS. dated, at beginning, 
angefangen Decenibr I8, 1786 ; and, later on. Fine dell Atto Primo 
J>ecemhr 27 | 1786— Ftn« deW Atto 2*> Jan. 7, 1736 (sio) \ G. F. 
Handel \ — Fine delV Opera Berenice | 0. F. Handel January 18. 
1737 I ausgefailet geendiget den 27 Janvary 1737. (Prodacedy 
May 18, 1737.) 
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ein stiver/^ And, as had happened before with Gozzoni, 
that particular Song was the one in which Carestini 
produced his greatest effect, and for which he obtained 
the wannest applause, conunanding a certain encore every 
time he sang it. 

In AtdUmta, ArminiOf Qiustino, and Berenice^ the part 
of the hero was sung by Gioachino Conti, more generally 
known by his assumed name, Gizziello ; a young Singer 
of great genius, with a high artificial Soprano Voice which 
presented the strongest possible contrast to the deep 
Contralto of Carestini, and was valued as an agreeable 
change. The part of the Prima Donna was sustained, in 
all the six Operas, by Signora Strada, who kept faith with 
Handel to the last, and, under his tutelage, became a 
Singer of the first order. 

Among the revivals presented during this busy period 
was one, advertised for the 9th of November, 1734, in 
the following terms — 

' Theatre BoysJ, Oovent Garden, By His Hajeaty's oommand, 
on Satardaj next, will be perform'd Pastor Fido, an Opera with 
Bereral additions, intermixed with GhomseB, which will be pre- 
ceded bj a new Dramatiok Entertainment in Mnsiok, called 
Terpsicore,* 

In the printed book of words, this entertainment is 
simply called ' PrologoJ It was, in truth, a Ballet with 
Songs ; and was written chiefly to display the talent of 
the celebrated French Danseuse^ Mademoiselle Sall^. 
The original score cannot now be found ; but the Soyal 
Collection contains a copy, in Smith's handwriting, in 

1 Barney, ' Commemoration,' p. [*24] Note. We snppreBS, 
here, and everywhere, the painful orthography with which 
contemporaxy writers endeavour to express Handel's foreign 
pronnnoiation. 
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YoL iL of 'Additional Songs.' It was prodneed, at 
CoTent Oaiden, on the 13th of Noyember, 1734; and, in 
1795-6, Dr. Arnold pablished it, under the title of 
*A Maaqne.' 

It ia Bad to find that II Pastor Fido needed a pre- 
liminaiy Ballet to enf oioe its attractions ; and strange to 
see its composer leduoed to the necessity of so far ac- 
eommodating himself to the taste of his fickle audiencesy 
when his reputation was so high, that, onl j a few months 
later, Mattheson made another attempt to enrich the 
Ehrenpfcrte with an original sketch of his life. One 
cannot help regretting the modesty which denied to the 
conceited Hamburger the information he ooreted; bat 
the following letter shows how Torj sli^t was the 
importance attached by Handel to the request^ 



' London, Jnlr 29, 1785. 
•Sir, 

'It 18 some time sinoe I have reooiyed one of your 
obliging letters ; bat I bare just been fiiTODzed with jonr last, 
together with yonr work. 

f I thank jon. Sir, and I asBme yon that I feel all poMible 
esteem for jour merit, and only wish that my oiroomstancea 
were fayonzable enough to enable me to give you better proofs 
of my inoUnation to serve yon. The work is well worthy of 
the attention of oonnoiaflears, and as for myielf , I render joa 
fnU fnstioe* 

'Tor the rest, ft would be imposAle for me to xecal the etents 
of my past lifie^ sinoe oontiniial applioatioa to the aerrioe of this 
Goort and UTobility preyents me from giving my attention to any 
other matters* 

' I am, with the most perfect oonsideration. Sir, jonr obedient 
humble Serranti 

'Gioaei Fbidsho Haitdel.' 

f £Ar0fi2>/ort0, p. 97. 
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It would have been easy to predict Mattheson's inability 
to undeistand the modesty which prompted his old 
friend thus persistently to decline the task of furnishing 
him with the desired autobiography. His remarks on 
the subject are painfully offensive, even for >n'm, <I 
believe/ he says, 'that he thought I expected some 
present from him, . But this was far from being the case.' 
And, having relieved his ill humour by the utterance of 
this unworthy suspicion, he passes on to the enumeration 
of all his acts of kindness to Handel, from' the weakness 
of his early youth, to the time of his celebrity, dwelling, 
with revolting insistence^ upon the generonty, real or 
imaginary, in cetum for which the ungrateful Saxon 
refused to give him so much as an account of his pro- 
fessional success. The one interesting announcement in 
the narrative is, that Mattheson 'reiterated the request, 
on many occasions, but always in vain.' It is evident, 
therefore, that Handel's pertinacious refusal sjoang from 
a stronger motive than the mere wish to aivoid the trouble 
of writing.^ 

Another letter written by Handel, about this time, is 
remarkable, for its allusion to an Oratorio which it has 
hitherto been imposaible to identify* The communica- 
tion 18 addressed to Mr. Charles Jennens, of Oopsall Hall, 
a literary amateur, of some poetical talent, who afterwards 
added II Moderaio to Milton's UAUegro, compiled the 
words of the Mesnahj and wrote the poem Ux'BeUhazzar.. 
Whether Mr. Jennens was, at this moment^ experimenting 
on a work which never reached completion, or whether — 
as has been suggested — ^the allusion refers to Sautt the 
imthorahip of which has never been satisfactorily ascer- 

I Ww9npfort$f pp. 99-801 

o 2 
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tained, it is impossible, now, to say. The letter, written 
in Englishi runs as follows — 

TO CHASLIS JENNKN8, ESQ., JUNB.' 

' London, Jolj 28, 1785. 

'I reoeived yonr verj agreeable letter, with the 
enclosed Oratorio. I am jnst going to Tnnbridge ; yet what I 
oonld read of it in haste gare me a great deal of satisfaction. I 
shall have more leisure time there to read it with all the atten. 
tion it deserres. There is no certainty of any scheme for next 
season, bat it is probable that something or other may be done, 
of which I shall take the liberty to gl^e yon notice, being ex- 
tremely obliged to yon for the generous concern yon show on 
this account. The Opera of Alcina is a writing oat, and shall 
be sent according to yoar direction. It is always a great 
pleasure to me if I have an opportnnity to show you the sincere 
respect with which I have the honour to be, Sir, 

'Your obedient humble servant, 

* Q. F. HlKDBL.' 

^ Mr. Charles Jennens lived in sach princely state, at Gopsall, 
in Leicestershire, that he was called, by his neighboan , Solimaa 
the Magnificent. His town house was in Great Ormond Street, 
Bloomsbuiy, on the borders of LamVs Conduit Fields ; and 
he is said to hare constantly driven thence to the house of 
his printer, in Bed Lion Passage, not five minutes' walk from 
the place, with four horses, and attended by four lackeys, one 
of whom used to remove stray oyster-shells and other rubbish 
from the pavement, when he descended from his coach to cross 
over to the printing-office. His friendship for Handel was most 
sincere ; and met with an equally sincere return. He defended 
the Composer against the attacks of his enemies, and faithfully 
supported him, during his most bitter trials. He wrote much, 
and well. His most important work was an edition of Shakespeare, 
which led him into violent controversy with George Steevens, 
and Dr. Johnson, to whose views he was strongly opposed. Ho 
died, at the age of 76, on the 20th of November, 1773, bequeathing^ 
his splendid library, and a large collection of Works of Art, to 



1736-1787.] BROKEN FOBTUNES. 197 

The Operas performed, during this period, by Hhe 
Company of the Nobility/ were chiefly written by Porpora 
and Hasse; and, therefore, of greatly inferior merit to 
those produced by HandeL They were, in fact, sustained 
by the power of Farinelli alone ; and, on his secession, on 
the 11th of June, 1737, the speculation broke down with 
a dead loss of £12,000, to revive no more. 

Handel continued his season a fortnight longer; 
closing on the 25th of June, 1737. After the failure 
of ' the I^obility,' he had no longer a rival in the field ; 
but, his opponents had ruined him, without profiting 
themselves. The savings of his Hfe, amounting to 
J&10,000, proving insufficient to meet his terrible losses, 
he made up the remainder by bills, which all his creditors, 
except Signora Strada's husband, Signor del P6, accepted 
without hesitation, and which were all, in due time, 
paid up, to the uttermost farthing.^ But^ this was not 
the worst. Under pressure of his daily-increasing anxiety, 
the Maestro's health broke down so completely, that, 
for a time, he was compelled to retire entirely from 
public life. We first find his illness mentioned in the 
'London Daily Post* for the 30th of April, 1737, where 

his relatives, William Penn Assheton Corzon (an ancestor of 
Earl Howe) and the Earl of Aylesford. The former inherited 
the well-known portrait of Handel, by Hndson, still preserved 
at Gk>pBall. To the share of the latter fell the whole of hiB 
Music, inoladiDg some autographs of Handel, and many complete 
Scores, transcribed by Smith, all remoyed to Packington, together 
with an organ on which Handel was aconstomed to play when 
yisiting at Gopsall. Handel, at his death, bequeathed to his 
kind friend two valnable pictures, by Denuer, whioh were in- 
cluded in Earl Howe's share of the property, and are now at 
Gopsall, with Hudson's portrait. 
^ Bum^y, ' Commemoration,' p. 25. 
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we aie told^ that < Mr. Handel, who has been some time 
indispoaed with the rheumatiam, is in so fair a way of 
recoTeiy, that it ia hoped he will be able to aocompany 
the Open of Judin, on Wednesday next^ the 4th of 
May/ But, the ' indisposition ' was something veiy much 
wo»e than rheumatism. It was, in fact, an attack of 
paralysis, accompanied by an amount of nerrous prostration, 
which demanded, not rest alone, but temporary abstention 
from every kind of intellectual labour.^ For this terrible 
infirmity, he was recommended to try the sulphur waters 
of Aix-la-Chapelle; and, so satisfactory was their effect, 
that, on the 7th of Koyember, the same newspaper 
announces his return, ^ parfcly recovered in health.' He 
did, in time, recover perfectly. But, for several years, 
the effect of this serious illness was perceptible, in his 
changed handwriting; and, in the Score of Bereniee^ he, 
who was generally so methodical m his dates, has made 
a nustake of a whole year — ^a circumstance, which, though 
hitherto unnoticed by any of his biographers, is extremely, 
and sadly suggestive^ when considered in connection with 
the reputed effect of his paralytic atfcacL^ 

^ Mahiwaring, ' Memoirs/ p. 120. 

' See the insoription, in esaieTiso, in foot-note, p. 192L 



CHAPTER XXIV. 

PBBFORMAKOBS WITHOUT DSAMATIO ACTIOK. 

In otir preceding Chapter, we made a passmg aUusion to 
Handel's Lenten Peif onnances. We pnipose, now, to 
describe them more particularly; and, in order that we 
may do so with the greater clearness, it will be necessary 
that we should, for the moment, retrace our steps, and 
return once more to the year 1733. 

The success of Esther and Ads and OalcUea encouraged 
the repetition of similar performances, without dramatic 
action, at Coyent Garden Theatre, and elsewhere, during 
many successiye season& 

We have spoken of Deborah as having failed to draw 
full houses, on its first production, not from any want of 
excellence in the work itself, but simply from unwilling- 
ness on the part of the public to pay the increased prices 
charged for admission to the Theatre. The removal of 
this objection at once placed the new Oratorio on a level 
with its predecessors; and when, in the year 1733, 
Handel was invited, by Yice-Chancellor Holmes, to give 
some performances in the Theatre of the University of 
Oxford, on the occasion of the * Publick Act,' he began 
the series with Edher, Deborah^ and Ada and Galatea^ 
by way of preparation for an entizely new Oratorio, 
founded on the history of AthaHiah^ 
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This unwonted departure from the recognised customs 
of the University produced a new series of lampoons, 
little less objectionable than those that had already 
appeared in London; and Heame, in recording the 
event in his diary, not only expressed his disapproval of 
the line taken by the new Vice-Chancellor in very coarse 
terms, but also insulted the performers with an epithet 
with which we decline to soil our pages. Handel's wrath 
was clearly aroused by this uncourteous greeting; for, 
when oflFered a Doctor's Degree, the fees for which would 
have amounted to £100, he exclaimed, in his usual ^a^ot^, 
' What the Devil I throw my money away for that the 
blockhead wish. I no want' 

Xevertheles8,the Oratorios were received with enthusiasm 
by the better part of the community. At the first 
performance of AthaliaJi, 3700 persons were present ; and 
the greatest satisfaction was expressed at the beauty of 
the Music, which, though necessarily moulded on a less 
gigantic scale than much of that contained in Behorah, 
exceeds it greatly, both in variety of expression and 
dramatic force. The sensuous beauty of the Chorus, 
* Chear her, Baal* presents us with a picture of the 
Heathen Queen, steeped to the lips in worldliness and 
luxury ; but, no sooner does the youthful Joash appear 
upon the Scene, in company with the Priests of the Most 
High, than the whole character of the Music changes,and the 
voluptuous strains of the Baal-worshippers are replaced 
by massive Choruses for eight Voices, less fully developed, 
it is true, than those in DeboraJi, yet none the less worthy 
of the sacred subject. 

. The text was arranged, in imitation of Eacine's Drama, 
by Samuel Humphreys. The Score — a large Imperial 
folio volume, eighteen inches high — is dated, Fine deU* 
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Oratorio \ 8. D. G, \ G, F» Handel \ London June y' 7 1 
1733. The first performance took place, at Oxford, on 
the 10th of July. On the Istof April, 1735, the Oratorio 
"was repeated at Covent Garden, with no less success than 
that which attended its representation at the University; 
Miss Yonng taking the part of Athaliah, Signora Strada 
that of Josabeth, and Carestini that of Joad. The part of 
Abncr, originally intended for Montagnana, was confided 
to Waltz, who, after faithfully serving Handel as his 
dief de cuisine, became, upon Montagnana's defection, his 
JPrimo Basso, The young King, Joash, was impersonated 
by ' The Boy,' who, in this case, is believed to have been 
the Master Goodwill already mentioned as having taken 
part in the performance of Ads and Galatea. 

On the 13th of March, 1734, an Italian Serenata, called 
'Pamasso in Festa, was. produced, at the King's Theatre,i 
in honour of the Marriage of the Princess Boyal with the 
Prince of Orange. This work was very little more than 
a rearrangement of the Music of AthaUah — which had 
not, at that time, been heard in London — in connection 
with an Italian libretto^ wherein the approaching Nuptials 
were symbolised by those of Peleus and Thetis. We 
have before had occasion to notice the wonderful skill 
with which Handel so frequently made the same Music 
serve several different purposes. His power of doing 
this was never more strikingly exemplified than on the 
occasion in question. Judging from internal evidence 
only, it would be impossible to tell whether the vocal 
phrases had been originally adapted to the Italian or the 
English words. The MS. Conducting Score of the 
Serenata, now in the Public Library at Hamburg, throws 

^ It will be remembered tbat Handel did not quit the EiDg's 
Theatre nntil the 6th of Jnly. 
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some light on the meaiis by which this happy result was 
obtained. The Music, thxoaghoat, is in the handwriting 
of Christopher Smith; the Italian words are in the 
Composer's own handwriting : bat^ in by £ar the greater 
number of pieces, Handel has entirely rewritten the yocal 
parts, in order to adapt them the more perfectly to their 
changed purpose, and the care with which he has done 
this shows the importance he attached to the process. 

The whole of the Royal Family were present at the 
first performance of Pamano in Feskt, which was 
highly snccessfol, and many times repeated. The Wed- 
ding took place on the following day, the 14th of 
March ; and, at the dose of the Ceremony, the Choir sang 
an Anthem, with full Orchestral Accompaniments — Thi^ 
is the day — ananged for the occasion by Handel himself, 
and consisting of Movements selected from Athaliak, 
Pamasso in Feeta^ and the Seventh Ohandoe Anthem, set 
to suitable words, but containing no new Music what- 
ever. The Hamburg Library possesses the Conducting 
Score of this work also ; the Music, in the handwriting 
of Christopher Smith, and the text, in that of Handel. 

The departure of the Princess of Orange deprived 
Handel of a true friend, and the Opera of an enthusiastic 
supporter. The Prince of Wales patronised the rival 
company ; but the Princess Anna never missed an oppor- 
tunity of attending the performances at Handel's 
Theatre, and remained faithful to her beloved preceptor, 
through all his changing fortunes. He could ill afford 
to lose a friend, at this critical period of his life ; but, 
his courage was indomitable ; and he wisely followed up 
the success of his great English works by producing new 
ones, which sometimes made good the losses he suatained 
through the failure of his Italian Operas. 
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His next great yenture in this diiection iras a peetiliaily 
happy one. As early as the year 1711, an attempt had been 
made, by Thomas Clayton, to harmonise Diyden's famous 
Ode on * The Power of Music.' The experiment bad £iiled 
through Clayton's utter incapacity for the task he bad toa 
rashly undertaken. But, early in the year 1736, Newburgb 
Hamilton rearranged the Poem for Handel, who treated 
it in his grandest, style, and, on the 19th of February, 
presented it» at Co7ent Garden, under the title of 
Alexander's Fead, to one of the most crowded houses it 
bad ever been his good fortune to attract The Score is 
dated. Fine deUa parte prima \ January y* 5, 1736 ; and, 
in its later stages, 12 Jan, 1736 ; and Fine \ 17 January 
1736. The principal Singers were, Signora Strada, Miss 
Young — who, during that same year, became the wife 
of Dr. Ame ; Beard, the Tenor 3 and a Basso, named Erard. 
But, the true strength of the work lay in its magnificent 
Choruses. Such inspirations as ^ Break hie hands of sleep 
asunder f *Let old Timoiheus yield the prvze* and, 
*T1ie many rend the shies,' would surely have been 
sufficient to secure full houses, in the face of any 
amount of intended rivalry. The last of these merits 
special attention, as an example of a kind of writing 
which very few Composers have succeeded in rendering 
interesting. It is written, throughout, upon a Ground 
Bass — Basso 08fena^a-'-<x)n8isting of five bars, which 
are repeated, without alteration of any kind, fourteen 
times in successiDn. Yet, the idea of monotony is the 
very last that would be likely to suggest itself, either to a 
learned, or an unlearned listener. English Composers, 
generally, have very much favoured this species of 
writing. Puroell was very great in it But Handd is 
the only Composer, either English or foreign, who has ever 
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succeeded in investing it with a perfectly untrammelled 
appearance. In his hands, it is as free and varied as if 
the Boss were changed in every bar ; and, in the case in 
point, the amount of variety produced is little less than 
miraculous. 

For the Marriage of Frederick, Prince of Wales, with 
the Princess Augusta of Saxe Gotha, Handel wrote a second 
Wedding Anthem, * Sinj unto God, ye kingdoms of the 
earth, adapted, this time, to entirely new Music of a light 
and festive character, and duly performed during the 
course of the Service in the Chapel Royal, on the 27 th of 
April, 1736. Though the Prince himself was by no 
means well disposed towards Handel, the Boyal Family 
visited Covent Garden, in state, on the 12th of May, to 
witness the first performance of Atedanta, which formed an 
important part of the nuptial festival, and was placed upon 
the Stage with great splendour, and with marked allusion 
to this auspicious event. The rival company presented, 
at the same time, a poor imitation of Parnasso in Festa, 
called La Festa d! Imeneo, ^vritten by BoUi, and composed 
by Porpora, which, in spite of the attractions of Farinelli, 
survived but one or two representations. 

It was about this time that Handel first began to 
diversify the performance of his Oratorios by introducing 
a feature until then entirely unknown — ^the Oi^gan Con- 
certo, We find the first definite notice of this in a 
description of two performances of Esther, which took 
place at Covent Garden on the 7th and 14th of April, 
1736, and in each of which Handel played two Concertos. 
One of these was the well-known Concerto in B flat — tho 
Second in Arnold's collection — the Minuet in which was 
commonly known as the 'Minuet in Esther/ from the 
frequency with which Handel played it betw'een the parts 



1737.] REVIVAL OP *IL TRIONPO DEL TEMPO.' 205 

of the Oratorio. The yolume in the Eoyal Collection 
which contains this, contains nine other Concertos ; f ouTy 
written in 1740, 1743, 1750, and 1751, respectively; the 
rest undated. Seyeral others, more or less complete, are 
bound up in other volumes ; and four are to be found in 
the British Museum. Walsh published six, by Handera 
permission, in 1738, under the title of 'Op. 4*;' and 
afterwards printed twelve others. Arnold published 
fourteen ; including one from which he has completely 
eliminated the difficult passages for Pedal Obbligato in 
the original autograph. There is no doubt that Handel 
added many extempore passages, when he played these 
Concertos himself; though the autograph copies are in- 
valuable, as having furnished the basis of his original 
conception. 

During the spring of the year 1737, the regular per- 
formances of the Italian Opera were varied by a revival of 
the Italian Serenata, *Il Trionfo del Tempo, eddla Feritdy* 
composed at Some in 1708.^ Of the original Score of this 
work, sixty-four pages only are found in voL L of < Songs 
and Sketches ; ' but the Conducting Score contains many 
autograph pieces, presumably composed for this revival, and 
many valuable annotations — among others, Segue \ U Con- 
certo I per VOrgano \ ^poi VAlleluja \ Fine dell* Oratorio \ 
G. F. Handel \ London March 14 | 1737. The Concerto 
and Chorus here alluded to are not in the Boyal Collec- 
tion, but will be found in the British Museum,^ dated 
S.D.G. I O.FM. I March 25 | 1735 : the Chorus— corre- 
sponding with the last in the English Oratorio— being 
based on the Subject of the Fugue with which the Concerto 
concludes. 

We have classed these great Choral Compositions in a 
^ See p. 68. ^ George IH. MSS., 817. 
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separate category, thinkiiig their essential efaaracter of 
more importance thAn the chronological order of their 
appearance in alternation with the Italian Operas described 
in Chapter xxiiL With still more force does this remark 
applj to the next great -woA, the production of which it 
is our dnty to chronicle. 

The death of Queen Caroline, on the 20th of November, 
1737y deprived Handel of one of the best and kindest 
friends he had ever had. Respected by the greatest philo- 
sophers of the age, for her high intellectual culture, and by 
Swift and Pope, for her literary attainments, this amiable 
Sovereign so endeared herself by her private virtues to 
all by whom she was surrounded, that many whoee loyal 
devotion attached them to another Dynasty wept sincerely 
for her loss; and with reason, for the influence of her 
gentle temper upon the harder nature of King Qeoige IL 
is too well known to need more than a passing allusion 
here. 

Handel was devotedly attached to her; and every note 
of *Ths feay$ of Zion do tnaum* — the Anthem he 
wrote for her Funeral — ^beais witness to the fact The 
Score of this touchingly beautiful Composition is headed 
The Anthem for the Queene Oarolinee Funeral] and dated, 
8.D.G. I G, F. Handel. London. Decemlr 12, 1737. The 
words were probably selected by the Composer himself. 
The first Chorus is based upon the Oeiman Choral, '^m 
Jem Chxisit, Mi hSthMttM €»iit;' better known in Handel's 
native Saxony in the form of the Funeral Hymn, *9Bam 
mttn <9ftiMI(iit to^mniun ist.'^ The grave solemnity of 
this Chorus is indescribable ; and still more sadly touching 
are the later movements, ' When the ear heard hefj *8he 

^ Uozart has also used this ilzie Oemto ftrmo as the Balject of 
the qpeniDg Horement of his BequUm, 



1737.] THE FUNERAL ANTHEM. 207 

delivered the poor ^^ and ' Their todies are buried in 'pecLcey 
the beauty of which, as Barney justly observes, 'no 
change of fashion can efface/ We belieye it was M. 
Schoelcher who fiist called attention to a supposed resem- 
blance between the Subject of ' When the ear heard her, 
and theBourree which concludes the Overture to II Pastor 
Fido, It is true that the actual notes correspond, so far 
as their places on the Stave are concerned; but the 
phrasing and expression of the two passages are so utterly 
opposed to each other, that one might as well call atten- 
tion to the affinity existing between the French word 
' (^ujJb ' and the English word ' chat.' 



CHAPTER XXV, 

THS LAST ITALIAN OPBBAS. 

After the retirement of Handel's rivals from the King's 
Theatre, Heidegger once more obtained possession of 
the house, and endeavoured to start again upon the mins 
of the two speculations which had so fatally reacted upon 
each other. On the 29th of October, 1737, he began his 
season with a Pasticcio entitled Arsaee, After the 20th 
of November, the house was closed for some considerable 
time, in consequence of the death of Queen Caroline ; and 
though several new pieces were performed from time to time, 
there seems to have been some difficulty in the way of 
making a new beginning. But, on the 7th of January, 
1738, all hindrances were removed, and Handel once 
more appeared at the King's Theatre with a new Opera, 
called Faramondo, in which the principal man's part was 
assigned to the famous artificial Soprano, Gaetano Majorano, 
better known to the world as Caffarelli, and that of the 
principal woman, to Madame Elizabeth Duparc, called 
La Francesina. 

On the 25th of February, Handel brought out a 
Pasticcio, Alessandro Severo, consisting entirely of his 
own old Music : and on the 15th of April, he produced 
another new Opera, Serse, written for the same 
BingerS| but differing from his other Italian Dramas. 
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in tliat it contained a considerable number of broadly 
comic scenes. This peculiarity led Handel into a path he 
had never previously tried: and, sad to say, stem 
necessity compelled him to try it, at a time when he was 
overwhelmed with care, and anxiety. He had not yet 
fully recovered from the effects of his late illness. He 
was still bowed down by the loss of his Boyal patronesa 
And, harder than all, his debts were not yet paid — a terrible 
trial to a man of his strict probity, and one which was 
rendered still more painful by the meanness of Signer 
del P6, the husband of Signora Strada. Del P6 was the 
only one of Handel's creditors who refused to trust to 
his promise to discharge every debt he had contracted, in 
full : and, now that the Maestro was once more before the 
public, he insisted upon immediate payment, enforcing 
his demand by the threat of a debtor's prison. This was 
gall and wormwood to Handel, who was as proud as ho 
was honest : and he who had never asked a favour from 
anyone, was now constrained to agree to the suggestion of 
his friends that he should accept a * benefit.' The dose 
was a bitter one ; but, it cured the disease. On the 28th of 
March, 1738, a Concert was organised, at the King's 
Theatre, with such brilliant success, that, not only was 
liie house full to overflowing, but, when the curtain rose, 
' five hundred persons of rank and fashion were discovered 
on the Stage.' Bumey reckons the profits of the per- 
formance at £800; Mainwaring, at £1500.^ At any 
rate, they were sufficient to stifle the threats of the 
rapacious Italian; and Handel was once more able to 
pursue his noble avocation, without fear of the unutterable 
misery which, in those days, awaited unfortunate debtors 

^ Barney, Hist. iy. 426, Sketch, in Comm. 24. Hainwaringt 

'Memoirs,' pp. 125-126. 

P 
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eontmitted to < WhitectOM SiroeV ' The King's Bench,' or, 
most hoxrible of all, ' The Fleet' 

Not only did the loyalty of the publie aave him from 
this teirible and altogether imdeBerved degradation ; but^ 
only a month later, his talent and probity were rewarded 
by an oration such as few men are thonght worthy to 
reoeive^ dniing their life-time. This was nothing less 
than the inanguiation of a statue in his honour. The 
idea originated with Mr. Jonathan Tyers, who^ on the 
7th ct Jnne^ 1732, had opened Yauxhall Gardens as a 
place of fashionable amusement, and had since caused 
HandeFs Music to be constantly performed there, to large 
and select audiences, consisting of the highest personagee 
in the land, who gladly paid a guinea each for their 
tickets of admission. The responsibility of designing the 
figure was committed to Boubiliao — then a young man of 
great promise, rapidly rising into notice. After many 
private sittings, during the course of which he struck out 
a portrait of Handel the lif e>like truthfulness of which was 
universally recognised, the Sculptor decided upon represent- 
ing his brother Artist in a sitting posture, playing upon 
a Lyre, with a Boy, at his feet, taking down the notes. 
The statue, for which Boubiliac received an honorarium 
of £300, gave universal satisfaction, and, as Horace 
Walpole tells us, * fixed his famei' It remained at Yaux- 
hall, until the property was sold, in 1818, when it was 
removed to the house of the Bev. Jonathan Tyers Barrett 
In 1830, it was ofEered for sale ; but bought in for £210^ 
In 1833, Mr. Brown, a distinguished connoisseur, obtained 
possession of it^ for £215 5b, ; and, wishing to obtain for 
it a permament and honourable resting place^ generously 
sold it to the Sacred Harmonic Society, for a nominal fee 
of one hundred guineas, in June, 1854 The dissolution oi 
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that admirable association haa <moe more (1882) thrown 
the Statue into private handa^ Long may it lemain 
intacty since it embodies a likeness of Handel's featnies 
which we know, on indisputable anthority, to be more 
than ordinarily striking.^ 

It was now poor Heideggei^s tnm to suffer. iPinding 
it impossible to obtain sufficient subscriptions to justify 
him in engaging in this speculation on his own account, 
he was compelled to retire from the combat, and to give 
up at the dose of the season. After a long period of 
inaction, a new Opera by Handel, called Jupiter in Argoe^ 
was advertised for performance, at the King's Theatre, on 
the 1st of May, 1739. It does not appear that this was 
ever produced ; but on the 22nd of November, Dryden's 
shorter Ode for Saint OecHicCs Day^ was given, for 
the first time, with Alexander's Feast, two Concertos for 

^ It IB now (1888) in the poesesnon of Mr. Heniy LittletoOy 
the honoured representative of the firm of Novello & Go. 

^ For oontemporaiy information oonoeming the Statne, and 
the position it ooonpied et YanzhAll, coneiilt — Horace Walpole's 
Mn«edo<e« ofFmMmg, eta' voL iv. p. 99, Art. Bonbiliao (Stmw- 
berry Hill, 1772, 4to). :Kodiioote'8 < Life of Sir J. Beynold$; Svo^ 
vol. i. p. 49. Smith's ' Life of NolUkena* yol. ii. p. 281. Manning 
and Bray's 'fitft. of Bwrey,' vol. m. p. 491, note. Hawkini^ 
*H%gt of Muwic' Lodkmaa's * SkeUh of the Spring Qardenf, 
VoAUBhtOL' (8vo, 1762). 'A De$eHpUon qf VauahaU Owndrnttf 
12mo (Lend. 1762). <The Ambnlator/ p. 188 (1774). Ackar. 
man's ' Mieroootm of "LondLon* p. 205 (4to. '1808). ' BAma/rks on 
BoubiUac^t Btatw of Handel,' by J. F. Pnttick, Esq. (PriTately 
printed for Baor. Smn. 800. 1866), etc. etc. etc. 

* In the Antogmph Sooie of this work^ in the Bo7alOo]]eoiaOI^ 
we find Handel, for the first time, indicating the days of the . 
week by the old ABtrological Signs; a custom which he 
afterwards oonUnned, to the end of his life. The signs ace^ 
Son. Hon. Tn. Wed. Thnr. Fn. SaL 

© D <J 5? V ? ^ 

P 2 
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Beveial Instraments, and one for the Oigan, at the Theatre 
in Lincoln's Inn Fields, where similar performances were 
continued until the end of the year. 

Short as it is, the Ode for Saini Ceeilta*8 Day is one of 
the yery finest works that Handel ever wrote, and contains 
some of his most striking Choruses, of which three — ITie 
Trumpets loud clangour, As from tJie power of sacred lays^ 
and The dead shaU live — ^though in very different styles, 
are of a grandeur quite unapproachable. The Ode was 
given six times during the season, which was interrupted 
for some time by the famous frost of 1740, though not to 
a sufficient extent to prevent Handel from retaining 
possession of the little Theatre in Lincoln's Inn Fields, 
for which he wrote more than one work of importance 
before taking his final leave of the Stage. 

It was at this Theatre, that, on the 27th of February, 
1740, he produced his delightful setting of Z' Allegro, 
n Penseroso, ed II Moderaio, the Score of which is 
remarkable as the first in which we find a distinct 
part for the Basson grosso, or Double Bassoon ;i and 
more particularly so, for some very delicious, as well 
as some very powerful Music. The lovely Curfew Song, 
Oft on a plat of rising ground ; the melodious Air, Sweet 
^rt2,with its brilliant Flute Accompaniment; the massive 
Chorus, Kere let the pealing Organ blow, with its pauses 
for the Composer's extempore performance on his favourite 
instrument ; these, and many other pieces of equal beauty, 
made their mark with the public, at once : and Michael 
Kelly's amusing account of his success with the Laughing 

^ The Contra Fagotto, or Bonble Baisoon, was first made in 
England — most probably at Handel's suggestion — ^by a mann- 
faotnrer of Mnsical Instmments named Stanesby; and first 
introdnoed to the public, at Marylebone Gardens, in Ang^, 1739. 
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Air, and Chorus, Haste thee, Nymph, shows that the 
merits of the piece were thoroughly appreciated by 
audiences of a later date.^ The yerses were arranged 
for Music by the Mr. Charles Jennens already mentioned 
as the author of an Oratorio not yet identified. He and 
Handel seem to have been quite of one mind as to the 
propriety of amalgamating the two divisions of Milton's 
Poem in alternate Strophes, and Antistrophes, and supple- 
menting the combined result by a Third Part called R 
Moderato, designed to reconcile the conflicting tastes of 
L* Allegro, and II Penseroso, The thought was a happy 
one ; and the truly poetical feeling displayed in its enun- 
tiation has ensured its lasting popularity. We say lasting, 
with good reason ; for it was a source of perennial delight 
at the semi-private performances of the CsecUian Society, 
long after the outer world had ceased to remember it; and, 
when Mr. Otto Goldschmidt revived it, in 1863, it was 
received with universal pleasure. 

On the 22nd of November, 1740, L* Allegro was followed 
by a new Operetta, by Handel^ in two Acts, called 
Imeneo; and, on the 10th of January, 1741, this gave 
place in turn to hia last Italian Opera, Deidamia.^ With 
this beautiful work — ^by no means the weakest of his 

2 ItemiwUeeneea. Vol. I. pp. 806, 806. (London, 182a) 

* The works produced hy Handel, between his retirement from 
Oorent Garden, and his final reniinoiation of the Stage, were 
dated as f oUows : 

(1.) Fouramondo, Libretto by Apostolo Zeno. US. dated 
angefangen denlS Novemb/r 1787 | Dianstag \ -^Fin4 dell Atto 1 
Montag den 28 Noveimbr 1797— Fine deU Atto 2do den 4 Veeefnlr 
1737 I Bontag^Fine deU* Opera \ Q. F, Handel London Deeembr 24 
1737. (Fft>dnced Jan. 7, 178a) 

(2.) 8er$e. Librettist unknown. HS. dated, angefangen den 
tt'Decemb/r 1787 | i g pa i a j oder Moniag den 2 Xtag—Fin$ deU 



814 RBTIBEMENT FBOM THl THXATBE. [chap. zxt. 

dnimatie productioiiB — ^he took his last farewell of tke 
Stage, on the 10th of Febroaiy, 1741; after haying 
given to the world, einoe the 8th of Jannaiy, 1705, 
four Opeiaa in the German language, and thirty- 
eight in Italian, without including Paatiociofl, Serenatas, 
or works of any kind performed without dramatic action. 
Henceforth, hig time and talents were chiefly deyoted to 
the composition of Sacred Music, with English words — a 
hranch of Art in which he has never had a rival : and it 
is to his English works that we must^ from this time 
forward, devote our exclusive attentian. 

AUo IVtmo I Janr 9 1 1788— Kfi« Ml AUo 9i» Jai^ 26, 1738^ 
JVm a#U Qpira I 0. Jlir«NiiM | Ikmdofi JMnior6l788 | yflMidt^ 
wug^fWH dm 14 di0$sM Ftbt 17(S8). (Pkodnoed, April 16, 1738.) 

(3.) Jupiter in Argot, A K8. fragment, (X.3.SL.), in the 
Ktswilliam Librarj at Cambridge, containing the final Chorufl^ 
Is daMi—Fine deU Opera | Jupiter in Argoa l^Apnl S4 | 1739. 

(4.) The Ode fer Saint CecOia^e Iktg. Poem by Diyden. 
MS. dtAed-^Ouverture ^ ^ Seng {H » OedUa's Duy imU by 
Mr. Dryden ieS7— begun Sept 15 1739 1 ^ ^Fine | G. F. Handel | 
Septembr 24 1739 | •) | (Prodooed, Nor. 22, 1789.) 

(6.) VAUegro, II Penseroto, ed B Moderaie. Thb words 
adapted from Milton hj Mr. Charles Jennena. MS. dated Pari L 
Jan, 19 1740 | $ --Fine deUa parte prima \ Jan 26 1740 | $ — 
Fine deOa parte 2da | Fevrier 2 1740— fi. D. G. | Q. F. Handel 
Fevrier 4 1740 | D I ^ 9 dito. It will be Been that, in this case, 
there ii an error in the Aatrologioal Signa. (Prodooed, Feb. 27, 
1740.) ^ 

(6.) Imeneo, librettist unknown. KP; liattiT Tini Ml attn 
4«^| den USept 1788 | gia e datt atte ■ *> | den 17 Septeml^l 
pn » >n prim a [ ?rtn | — Fttw deU (^>era den 20 BepUmbr | 1788— 
Fine \ Oct 10 1740. (Prodooed, Nov. 22. 174a) 

(7.) DeidanUa, Libretto by Ptelo BoUL MS. dated— iMiga. 

Mg^ D Oefoy 27 1740— iVna deU AUo 1\G.F. Handel ^ 

Xfov. 1. 1740— iVne deU Am tio\Q,F, Handel Hovembr 7, 1740 

^\Atto 8 Seena 1 \ ang^angen 9 14 Oct 1740— JVm deU Opera\ 

4^. F. HandeL London Navenibr 20 II. \ VJUk (Prodooed. Jan. 10. 
174JL) 



CHAPTEE XXVI. 

BATTL. IBRAEIi IN BOYPT. 

^EiTHBB in Esther^ in Deborah, noi in Athaliah, did 
Handel folly lealise the perfection of his great ideal It is 
true that there axe points in each, the grandeur of nrhich 
still remains unsurpassed : points, which, had we no other 
Oratorios than these whereon to form our judgment^ we 
should wOlingly accept as examples of the nearest approach 
to sublimity that it lies within the power of Music to 
attain* But Handel himself was not yet satisfied. He 
felt that there were loftier heights to scale than any that 
he had hitherto attempted ; and, by sheer force of genius, 
he surmounted them, with so little apparent effort, that^ 
while lost in admiration of the results, we quite forget to 
wonder at the means used for their accomplishment 

The first great Oratorio in which he himself seems to 
haye felt that he was doing all that could be done 
was SauL There is reason to believe that the Poem on 
which this is founded was prepared by Mr. Charles 
Jennens, of Gropsall, though some have attributed it to 
Kewburgh Hamilton — we think, on insufficient grounds. 
The Score, written in a thick 4to volume, on paper quite 
^difierent from that used for the Operas, is dated, at the 
beginning of the first Chorus, Jtdy 23, 1738. The next 
date la^Fine ddVAUo 2^ \ Agost 8 1738 | Dienatag | dei^ 



216 *SAUL.' [chap. xxvr. 

28 ausgefiillet \ : the last, at the end of * O fatal day^^ is, 
den 27 Septenib^ 1738. The entire work, therefore, was 
composed in ivro months and four days. The Overture 
is headed * Sipnfonie ;* and, at the end of its second 
Movement stands the direction, Organo ad libitum. Both 
here, and in later Movements, Handel made his own 
effective Organ - playing a prominent feature in the 
Instrumentation of the Oratorio; hut, many of the 
brilliant passages assigned to the Organ in Arnold's 
printed Score are given, in the autograph, to the Hautboy 
Solo, with Bass for the Violoncello ed Organo piano. 

This fine Orchestral Prelude forms a fitting preparation 
for the first great Scene in the sacred Drama — ^the Song 
of Triumph in which the Israelites celebrate the defeat of 
their giant foe, Goliath. The Music here presents us 
with a picture the truthfulness of which no possible per- 
fection of stage machinery could heighten. Every detail 
of the long Procession is set before us with unerring 
fidelity. We need no stage-direction to tell us that the 
Maidens are strewing flowers to the joyous strains of 
' Welcome^ welcome^ mighty King ; ' or, that the Youths 
are throwing their caps into the air, while the gay Carillon 
peals out ^ David his ten thousand slew.' "We see the 
' Monster Atheist's ' gory head quite as plainly as we care 
to see so ghastly a trophy, while all the events which 
have just taken place upon the battle-field are described 
by the Chorus ; and the Music enters into many an im- 
portant detail not mentioned in the words. This was not 
Handel's first attempt to describe a giant. But, Polyphemus 
was an Ogre. Goliath was a warrior. There was nothing 
revolting about the monstrous Philistine. He was simply 
terrible — that was all; and it is thus that Handel has 
described him. His stride makes us tremble ; but it does 
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not make us shudder. Can Painting, or Sculpture, enter 
into nicer distinction than this 1 

The Second Part deals chiefly with human passions. 
The envy of Saul, the loye of Michal, the gentleness of 
David, the constancy of Jonathan, are all depicted Mrith 
life-like truthfulness, while the Chorus, like that of a 
Greek Drama, enforces the meaning of the whole. Later 
on, we are brought face to face with the Supernatural ; 
and the Scene with the Witch of Endor unquestionably 
does make us shudder, though, for its instrumental effects, 
it uses no more than two Hautboys, and two Bassoons, in 
addition to the ordinary Stringed Band. Would any other 
Composer, with Trombones present in the Orchestra, have 
felt that he did not need them here ? 
: Then comes the last Scene of all : the mourning nation : 
the overwhelming grief of David. And, as we have 
said before, for the expression of profoundest sorrow, 
Handel always uses the Major Mode. When passion is 
intermixed with grief — as in Armida's great Aria, in 
Eincddo — ^he uses the Minor Third ; but never, when the 
sadness to be depicted springs from the calm affliction of 
a well-rejgulated mind. And yet^the simple Chords of the 
Dead March speak of sorrow infinitely deeper than that 
felt by the Paynim Sorceress : and David, in the tender 
strains of *In sweetest harmony,* can scarcely sing for 
sobbing. Handel originally intended to combine the 
several Movements of the Funeral Anthem with this 
portion of the Oratorio, and has actually written the 
words of it, between some fragments of Eecitative, in the 
autograph Score. But, it is far better as it is : and when, 
in * Gird on thy sword^* the Chorus call upon David to 
play the man, we feel that all that can be said upon the 
subject has been said* 
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The first peif onnance of Saul took pkee at the King's 
Theatre, on the 16th of January, 1739. The nert great 
Oratorio, Israd in Egypt^ "waa ccmfltnioted upon a 
different plan, the wordjs being selected entirelj from 
Holy Scriptore, and arranged upon the plan of an 
£pio Poem. The entire absence of the personal element 
led Handel to illustrate this striking subject in a series 
of gigantic Double Choruses, built on a more colossal 
scale than any he had hitherto produced. But, this 
mode of enforcing the meaning of the sacred text by 
no means excluded the descriptiye element. Many of the 
huge eight-part Choruses depict the Scenes to nrhieh they 
refer with irresistible power; and even the Solo passages 
are highly picturesque, in the noblest sense of the word. 
The wail of the Children of Israel beneath the oppressor's 
rod ; the once bright Nile, now rolling downwards in wayes 
of loathsome gore; the clammy reptiles, forcing their 
repulsive presence into the King's chambers; the myriad 
swarms of flies, heralding the still more destructiTe 
approach of the devouring locusts ; the crashing hail-stcmes^ 
and the fire that ran along upon the ground, not in a harm- 
less flicker, but in burning streams represented by the 
long dragging passages of quavers, each of which helps to 
dig a blazing furrow as it passes along ; the shadow of the 
thick darkness into which the terrified Egyptians stretch 
forth their hands to convince themselves tiiat it is not a 
solid wall ; the resistless power of the Destroying Angel 
when He smote all the first-bom of Egypt, the chief of 
all their strength ; all these things are brought before us 
with a vivid pencil which describes them to the most 
apathetic listener in language which he cannot choose but 
understand. And then, the calm beauty of the Chorus 
which describes the departure of the. Chosen People from 
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the House of Bondage, and the glorioiis straios of Miriam's 
Hymn of Praise, complete the pictme with a stately 
dignity which leaves nothing moie to be imagined or 
desired. 

Yet, Igrokd tn Egypt was not^ at fizst, saccessful. It 
soared too far above the heads of the audience to make 
an immediate impression ; and some eunous changes wore 
made, at the second performance. The probability is, that 
Handel selected the words himself. He wrote the present 
Second Part first ; but the Score, written on Imp. folio 
paper, eighteen inches high, has been arranged by the 
bookbinder, in accordance with the order now obsenred in 
performance, without reference to the original dates. The 
first page in the yolume, beginning with the words of the 
BecitatiTe, ^Now tltere aroiey* without the Music, is 
headed Act y* 2 \ 16 Odoh^ 1738. The first six pages, 
partly crossed out, contain part of the Chorus, ^And the 
{Jkildren of Israel sighed^' in 3-2 Timei At page 7, the 
words of the EecitatiYe are repeated, with the Music, and 
the Chorus begins again, in 6-4 Time, headed, 'Peart 2 of 
Exodus.^ At the end of 'Hie servant Moees* the Score is 
dated, Fine delta parte 2^ cT Exodus \ Oetobr 20, 1738 
I rM^hr oo 1 rpjjg present Second Part is headed, Moses 
Song, Exodus, Chap 15 | angefangen Octo¥ 1, 1738 1 
Introitus; and dated, at the end, | Fine Odoh^ 11 
1738 I den 1 Navemb^ voUig geendet. From which it 
appears that the present Pirst Part was written in six 
days; and the Second, in eleven; twelve more days 
being occupied in the completion of the whole. The first 
performance took place at the King's Theatre, 'with 
several new Concertos on the Organ,' on the 4th of April, 

^ Ftotly cnt away by the bookbinder, and so nearly illegible 
that we oannofc vonch for the correctness of the fignres. 
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1739. On the 11th, it was 'shortexied, and intermixed 
with Songs.' From certain notes, "written upon the Score, 
with Handel's vigorons pencil, we learn that these Songs 
were * Through the lomdy ^Angdico splendor^* ^Corfedde^^ 
and ' La Speranza ; ' introduced after ^Bvi^ as for His 
2)eo2yle,' ' BiU the waters/ * TJiy Right Hand, Lord/ and 
^Thou in Thy mercy;' and all sung by La Francesina. 
But, besides this, the printed book of words shows that, 
at both performances, the Oratorio was preceded by the 
entire Funeral Anthem, sung in the form of the ^ Lamen- 
tations of the Israelites for the death of Joseph;' an 
aiiangement which introduces the Eecitative, *Noto there 
arose/ with perfect consistency, and accounts, also, for 
the absence of an Overture. A return to this original 
disposition of the Music would greatly increase the beauty 
and interest of the Oratorio, in future performances. 

The general consensus of artistic criticism points to 
Israel in JSgypt as the most sublime and masterly, if not 
the most generally attractive Oratorio that ever was 
written. Yet, strange to say, a rumour is now prevalent, 
to the effect that it is largely indebted to other composers ; 
and those who put forth this view support it by proofs 
which tiiey consider irrefragable. 



CHAPTER XXVII. 

THB DISFUTBD HAONIFICAT. 

We have frequentlj liad occasion to mention a volume; 
in the Soyal Collection, labelled ' Sketches,^ and contain- 
ing, among other treasures, a Latin Magnificat, of which 
the last three Movements are wanting. No one has ever 
donbted the genuineness of the autograph ; but the MS. 
has not always been correctly described. 

M. Schoelcher assigns this Composition to ' the same 
epoch as the Dixit Domtntts' — t.e. to the year 1707. He 
says, that ' it is written upon very thick paper, like all 
his MSS. that were made in Italy.' ^ But, the MS. was 
not 'made in Italy.' It is really written in Handel's 
Fourth English Hand ;^ and, on English 4to paper, 12 X 9f 
inches in size, having, for its water-mark, an escutcheon 
bearing a ' bend sinister,' with a large fleur-de-lys in the 
place of the crest, and, underneath, the letters L. Y. G. 
This water^mark is very important ; for it is found in the 
paper used by Handel for many works the dates of which 
are known ; and, taking into consideration the concurrent 
evidence afforded by the device itself, the form and size 
of the paper, and the character of the handwriting, we 

1 'Life of HaadeV pp. 24, 423, 424. 
' See foot-note, p. 182. 
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shall not be far wrong if we assign to the Magnificat a 
date between the yeais 1737 and 1740. 

The Magnificat was never presented to an English 
audience in its complete form ; and, though it has lon^ 
been known that several Choruses in Israel in Egypt 
were based upon it, it attracted no extraordinary degree of 
attention, until the year 1857, when it was noticed that & 
very incoirect MS. copy, in the Library of the Sacred 
Harmonic Society (No. 1619) was headed 'Magnifi^xU dd 
B^ 8ig^ Erha* The obvious meaning of this inscription 
is, that the volume in which it is written once belonged to 
a Priest, named Erba. Had the Magnificat been composed 
by Signer Erba, the word used would have been ' dal/ 
not ' del,' But the critics of the period decided that Erba 
was the Composer of the work; and, that Handel had 
dishonestly claimed the greater part of it as his own. 

Two Composers named Erba are mentioned by Musical 
Biographers. Giorgio Erba, who published some Sonatas 
for the Violin, in 1736 : and a certain Don Dionigi Erba, 
who is said, by Quadrio, to have composed the Becitatives 
in the Second Act of an Opera called L* Arione, in 1694, 
and is described, by Gerber, as ' a celebrated Maestro and 
Composer, of Milan, who lived about the year 1690.^ 

Up to the present moment, we possess no particle of 
evidence tending to connect the Magnificat with either 
of these Composers. It has nevertheless been assigned — 
perhaps rather too confidently — ^to Dionigi Erba ; and we 
are asked to believe that Handel took the trouble to 
transcribe it, himself, from a set of separate parts which 
have never been seen, at a time when he was overwhelmed 

^ 6. L. Gerber, Laxikon dtr TonkunstUr, i. 883 (Leipiig, 1790). 
La Borde, Essai swr la Mitsique, iii. lib. 6, cap. 4 (Paris, 1780). 
Qnadrio, Storia ^Bagione d* ogni PotBtia, iii. 616^ 617. 



1787-1740.] «1CAGNIFI0AT/ 228 

-with business connected, with the management of his 
Theatre, was composing new Music eveij day, and kept 
an amanuensis constantly employed in the tnuiscription of 
his own works, even to the extent of copying out Music to 
which he himself conld only find time to append the words.^ 
We hare, however, qnite enough evidence to prove that 
the Magnificai was extensively used in the preparation of 
Israel in Egypt, The Duet, * The Lord is my strength^^ 
is adapted from ^Et exultavit ^ritus mens;' the 
Chorus, * He is my Ck)d* from, * Magnificat anima mea ; * 
portions of * TTie Lord is a man of war,' from * Qtdafecii 
tnihi magna ; ' * Hie depths haoe covered them, from ' Quia 
respexit ; ' the leading idea of * Thy Right Hand, Lord,* 
from 'Ecce enim, ex hoc ; ' * Thou sentest forth Thy tffrath* 
from ^ Fecit potentiam;* * And mth the hlast^' from 
* Deposuit poterdes ; ' * The earth swalloioed them/ from 
' Sicut erat in prindpio ;' and the Duet, * Thou in Thy 
mercy/ from * Esurientes imptevit bonis.' There is no doubt 
whatever about the correspondence of these Movements, 
some of which are all but identical throughout. If 
Dionigi Erba wrote the Ma/piificat, he is entitled to the 
credit of having suggested some of the finest Music in 
Israel in Egypt. Did he write the Magnificat f Is it 
possible, that a Composer, of whose works not one single 
note has been preserved in any other form than this — of 
whose very name our best critics were ignorant until this 
strange discussion brought it to the surface — of whom 
Bumey and Hawkins knew nothing — can have so far 
anticipated his age as to have taken this extraordinary 
share in the production of an Oratorio universally regarded 
as the nearest approach to the sublime that has ever yet 
been reached in Musici 

^ See p. 202. 
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The proposition is of bo staggering a nature, and makes 
so great a demand upon our credulity, that it behoves us 
to ascertain, beyond all doubt, whether the evidence upon 
\7hich it is based be genuine, or not Of the authenticity 
of Handel's MS. there has never been any question. As far 
as the words ^ dimtsit inanes/ the Score is complete ; but, 
here, the bookbinder has misplaced the leaves, inserting 
^ StLscepit Isrady and ^ SictU locutus est' — the last, an 
unfinished sketch — on a separate sheet at the end of the 
volume. The next three leaves are vacant; and the 
remaining Movements have not been found. The ' Erba 
MS.' is also incomplete ; but, only as to the details of the 
scoring. The Movements are all set forth, in full, and on 
English paper, by an ignorant copyist, who, in ' Qfiiafecit^ 
has written nearly the whole of the Bass a bar in advance of 
the Violins and Voices — a circumstance which renders it 
extremely probable that he compiled his Score from a set 
of separate parts. It has been suggested that Handel did 
the same. Where are these parts 1 Until they are found, 
the question can never be set at rest : and, it is worth 
while to seek for them with all possible diligence ; for, 
the point at issue goes far beyond the establishment of 
Handel's honesty, or dishonesty. If Erba can be proved 
to have composed the Magnificaty we must rewrite our 
whole history of the progress of Art, and describe the last 
ten years of the 17th century as a period the brightness 
of which has never yet been fully understood. 

But, the mystery does not end here. MS. copies exist 
of a SerencUOf attributed to Alessandro Stradella. We 
have not yet had an opportunity of discovering or 
examining the autograph of this curious work, and 
can therefore only repeat what has been said of it 
by others — ^viz. that it contains Movements so like the 
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Hailstone Chorvs, and the Plague of Flies, that the coinci- 
dence cannot possibly have been accidental. The case, 
then, rests upon still narrower grounds than those we have 
already discussed in connection with the Magnificat ; and 
restricts itself to the question — is it possible to identify 
this MS. as a genuine autograph of Stradella 1 If so, we 
must push the Golden Age some few years farther back 
than the time of Erba — for Stradella was assassinated in 
1679. If not — and we believe we are right in assert- 
ing, that, on this point, no information whatever has as 
yet been vouchsafed to the public — the document, 
regarded as a piece of evidence, is absolutely worthless.^ 
Those only whose studies bring them into perpetual 
contact with doubtful documents know how difficult it 
is to establish the authenticity of an autograph. Even 
among the Handel MSS. in the Koyal Library at 
Euckingham Palace, there are, at this moment, three 
volumes, the genuineness of which remained unqnestioned 
during the greater part of a century, though not a single 
note in either of the three was written by Handel : while 
another volume, formerly supposed to have no connection 
with the series, is undoubtedly an autograph. The 
'Polchau Collection,' in the Berlin Library, contains 
more than one MS. of very doubtful authenticity.^ The 
peculiarities of Mozart's handwriting arc well known to 
many intelligent critics; yet, when the controversy con- 
cerning the Requiem was at its height, it was thought 
necessary to submit the entire series of documents con- 
cerned in it to the scrutiny of a cominittee consisting 
of the most eminent Musicians in Vienna who were 

1 See an article in the ' Monthly Mnsioal Bevicw ' for Deo. 1» 1871. 
^ Among others, a whole Oratorio falsely atti-ibnted to Handel. 
See anUt pp. 22-23. 

Q 



226 THE DOUBTFUL SEBEKA.TA. [chap, xxyii. 

known to be familiar with tlie Compoaer^s liand. And, 
until the doubtful Seienata has been subjected to an 
equally rigorous process of examination, it can only be 
accepted in evidence by those who have already deter- 
mined to accept a foregone conclusion. A case like this 
cannot be decided by the uncorroborated dictum of a 
single critic^ however great his experience may be. 
Sebastian Bach's second wife wrote a musical hand so 
much like her husband's, that only an expert could 
distinguish the one from the other. Joachim's hand- 
writing bore, at one time, an equally striking resemblance 
to Mendelssohn's. We have at this moment in our 
possession the first sketch of an unpublished Concerto for 
the Violin, composed by him in 1845, and played on 
the 4th of December, in that year, at the Gewandhaus, 
which exemplifies the likeness so strongly that many of 
its passages might very easily be supposed to have been 
written by Mendelssohn himself. Cases like these are of 
frequent occurrence, and ought to make us very careful, 
when a point of historical importance depends upon 
the identification of unpublished documents. And even 
printed evidence needs no less searching investigation. 
We have already shown, that the Air in Handel's fifth 
'Harpsichord Lesson^ was once mistaken for a Song of the 
time of Clement Marot ; and, that the publisher of the 
book in which it was found afterwards explained that the 
error arose through the adaptation of Clement Marofs 
verses to Handel's printed Melody.^ Who knows that 
the disputed Serenata may not have been ' adapted,' in like 
manner, a hundred years ago, from the printed copy of 
Israd in Egyjpt ? 

^ See chapter zv. 



CHAPTER XXVin. 

THE 'MESSIAH.' 

After the deliyery of his great discouise upon the Song 
of Moses, it still remained for Handel to win another 
triamph more brilliant and enduring than any that had 
preceded it And this he accomplished, not by writing 
grander Double Choruses than those he had already pro. 
duced — for that would have been impossible : but by 
selecting a Subject which spoke more directly to the great 
heart of humanity than any that he had hitherto treated ; 
a Theme replete with imperishable interest, and exercising 
an equally powerful influence on the Composer and his 
audience. 

In all probability, the idea of writing an Oratorio on 
the subject of the 'Messiah' was first entertained by 
Handel himself : but for the selection of passages from 
Holy Scripture whereon the groundwork of the composition 
is based, he was indebted to his friend, Mr. Charles 
Jennens, with whom he was, by this time, on terms of the 
closest intimacy. He began the work, just nine months 
after the completion of his last Italian Opera, Deidamta, 
as one learns from the first page of the Score, which is 
inscribed, Messiah. An Oratorio \ Part the first \ ^ 
angefangen den 22 Aiuj/usf 1741. At the end of the First 
Part, the MS. is dated, August 28 i \ 1741: at the end 

Q 2 
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of the Second Part, Q Septemh^' 6 1741 : and on the last 
page of all, S. D. G. \ Fine dell OratmHo \ G. F, Handel 
}2 Septmih^ 12 I 1741 I auagpfiUlet den 14 dieses. The 
composition of the entire work, therefore, including the 
two days spent in ' filling up/ occupied twenty-four days. 
Unlike the Scores of Deborah^ Athaliahy and Israel iti 
^yp^i which all form large Imperial folio volumes, this 
MS. is written on oblong folio paper, 9f x 12 inches, like 
that used for the Italian Operas ; and, of this, it fills 275 
pages. Much discussion has arisen concerning the date 
of the first performance of the work, and the locality 
in which it took place: but, as this part of the subject has 
long since been cleared of the doubts by which it was 
once surrounded, we shall spare our readers the arguments 
in favour of London on the one side, and Dublin on 
the other, and state the simple facts exactly as they 
occurred.^ 

In the year 1741, Handel received an invitation to 
Dublin from the Duke of Devonshire, then Lord-lieutenant 
of Ireland; and, having met with such doubtful success at 
his last performances in London, he was not unwilling 
to try the effect of his Music in a city where the popular 
taste was, at that period, both refined and intelligent. His 
friend, Matthew Dubourg, the Violinist, who had long 
resided in the Irish Capital, no doubt prepared the public 
for his reception ; and there is abundant evidence to prove 
that, before starting on his journey, he had entered into 
correspondence with the Governors of three great Charitable 

^ Those who wish to panne the subject farther maj consult 
an extremely interesting AceourU of HamdeVa Visit to Dublin^ 
hj Horatio Townsend, Esq. (Dublin, 1862) ; Buroey, Hist. iv. 
661, 662. < Sketch ' in Comm, pp. 25-29. Hawkins, Hist, vol. v. 
lib. 4, oap. 7. Sohceloher, Life ofHemdelt chap. viii. etc. 
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Institutions, to the f ands of which he promised to con- 
tribute a portion of the profits resulting from this new 
venture. He had always been good to the poor, even when 
poor himself. As late as the year 1740, when he was very 
nearly at his worst, he had given a performance of Acis and 
Galatea for the benefit of 'The Musical Fund'; and he was 
now about to prove himself more generous still. 

The exact date of his departure from London is not 
recorded ; but it cannot have taken place much later 
than the 4th or 6th of November, 1741. Burney, then 
a boy of fifteen, saw him as he passed through Chester, 
and has left an amusing account of the occurrence, which 
has been often quoted, and is valuable as affording proof 
that the separate parts of the ' Messiah ' had not, as yet, 
been tried. 

' When Handel went through Chester/ he tells us, < on his way 
to Ireland, this year, 1741, 1 was at the Fablic School in that city, 
and Tory well remember seeing him smoke a pipe, oyer a dish of 
coffee, at the Exchange Coffee-honse ; for, being extremely anxions 
to see so extraordinary a man, I watched him narrowly as long 
as he remained in Chester ; which, on account of the wind being 
unfavourable for his embarking at Farkgate, was several days. 
During this time, he applied to Mr. Baker, the Organist, my 
first music- master, to know whether there were any Choirmen 
in the Cathedral who could sing at sight ; as he wished to prove 
some books that had been hastily transcribefl, by trying the 
Choruses which he intended to perform in Ireland. Mr. Baker 
mentioned some of the most likely singers then in Chester, 
and, among the rest, a printer of the name of Janson, who had 
a good base voice, and was one of the best musicians in the 
Choir. At this time, Harry Aloock, a g^ood player, was the 
first Violin at Chester, which was then a very musical place • 
for, besides public i)erformanoes, Mr. Prebendary Prescott had 
a weekly concert, at which he was able to muster eighteen or 
twenty performers, gentlemen and professors. A time was 
fixed for the private rehearsal at the Qoldsn Falcon, where 
Handbl was quartered; but alas ! on trial of the Chorus in the 



280 THE VISIT TO DUBLIN. [cHAP.xxvm. 

* Meflfliali/ ' And with His stripes we are healed,* — ^poor Jazison, 
after repeated attempt*, failed bo egregiooalj, that Hamdxl let 
loose his great bear upon him ; and, after swearing in four or 
five different languages, cried ont, in broken English : <' Yoa 
sconndrel ! did not yon tell me that yon conld sing at sight ? '* 
"Yes, Sir," says the printer, "and so I can; bnt not at first 
sight,'* '^ 

The departure of the usual sailing-vessels was delayed, 
for several days, by contrary winds, and it was not until 
the 18th of November, that, as we learn from 'Faulkner^s 
Journal/ ' the celebrated Dr. Handel arrived here (Le. at 
Dublin) in the Packet-boat from Holyhead.' The arrival 
of Signora Avolio was announced on the 24th. Mrs. 
Gibber (nee Ame) and the rest of the party soon followed, 
and on the 8th of December the following advertisement 
appeared in 'Faulkner^s Journal': 

'On Monday next, being the 14th of December (and every 
Day following) Attendance will be given, at Mr. Handel's hooae, 
in Abbey-street near Lyfley -street, from 9 o'clook in the Momin|^ 
till 2 in the Afternoon, in order to reoeive the Subscription Money 
for his Six Mnsical Entertainments in the Kew Mnsiok Hall in 
Fishamble-street,' at which Time each Subscriber will hare a 
Ticket delivered to him, which entitles him to three Tickets each 
night, either for Ladies or Gentlemen.' 

^ * Sketch,' in Comm. p. 26, Note. 

' Though now one of the poorest streets in Dublin, Fishamble 
Street was once both worshipful and select. The ' New Mnsiok 
Hall ' was built in 1741, for a ' Charitable Mnsical Society,' and 
afterwards used by a ' Mnsical Academy/ of which the Earl of 
Momington — ^the Duke of Wellington's father — ^was president. 
It was first opened to the public on the 2nd of October, in the 
above-mentioned year, and therefore quite new when Handel 
arrived in Dublin. Many years afterwards it was converted into 
a Theatre, and, its audiences being very select, an adverUeement 
announced that no one would be admitted to the Boxes, or Pit» 
* without shoes and stockings,' indicating, of course, that gentle* 
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The amount of the subscription is not mentioned, but 
there is reason to believe that, though no single tickets 
were sold, the price of each place was half a guinea. 

The first performance, consisting of H Allegro ^ with two 
Concertos for several Instruments^ and an Organ Concerto^ 
took place on the 23rd of December, and the same pieces 
were repeated on the 13th of January, 1742. On the 
20th the programme was changed for Acts and Galatea^ 
and the Ode for St. Cecilia's Day, with Concertos as before ; 
and these pieces were repeated on the 27 th, to be again 
changed, on the 3rd and 10th of February, for Esther, with 
similar Concertos. 

The success of these performances was so gratifying, 
that, long before their completion, Handel was requested 
to give a second series. Accordingly, on the 17th of 
February, and the 2nd of March, he performed Alexander's 
Feast, with additions; on the 17th of March, H Allegro ; 
on the 29th, and 31st of March, Hymen — the Imetieo of 
1740, converted into a Serenata; and, on the 7th of 
April, Esther; with Concertos, as before, at every per- 
formance. 

From notices that appeared in ' Faulkner's Journal,' and 
other Irish newspapers, we learn that the room was 
filled to overflowing, on each occasion, with 'a more 
numerous and polite audience than ever was seen upon 
the like occasion.' But the best account of the per- 
formances we possess is contained in a letter, written by 

men were expected to wear the naaal eyeniag dress of the period, 
though certain Hibernian wits chose to give the passage a dif- 
ferent signification. Thirty years ago, all that remained of the 
theatre was a neglected old building with a wooden poroh, into 
which it is probable that few persons wearing 'shoes and 
atockings ' were aconstomed to enter. 
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Handel himself, to Mr. Charles Jennens, and first printed 
by Mr. Townsend from the originali in the possession of 
Lord Howe. 

* Dublin Deoemb' 29, 1741. 

* It was with the greatest Pleasure I saw the Continuation 
of your kindness by the Lines Yon was pleased to send me, in 
order to be prefixed to yonr Oratorio Messiah, which I set to 
Hasick before I left England. I am emboldened, 8ir, by the 
generoQS Concern yon please to take in relation to my affairs, 
to give yon an account of the Saooess 1 have met here. The 
Nobility did me the honour to make amongst themselres a 
Subscription for 6 NighU, which did fill a Boom of 600 Persons, 
so that I needed not sell one single ticket at the Door, and 
without Vanity the Performance was received with a general 
Approbation, fiig"^ Avolio, which I brought with me from 
London, pleases extraordinary. I haye form'd another Tenor 
Yoioe which gives great Satisfaction, the Basses and Counter 
Tenors are very good, and the rest of the Chorus Singers (by my 
Diriction) do exceedingly well, as for the Instruments they are 
really excellent, Mr. Dubonigh being at the Head of them, and 
the Mnsiok sounds delightfully in this charming Boom, which 
puts me in good Spirits (and my Health being so good) that I 
exert myself on my Organ with more then usual success. 

'1 open'd with the Allegro Penseroso and Moderate, and I 
assure you that the words of the Moderato are vastly admired. 
The Audience being composed (besides the Flower of Ladies of 
Distinction and other People of the g^atest Quality) of so many 
Bishops, Deans, Heads of the CoUedge, the most eminent People 
in the Law as the Chancellor, Auditor QenenU, Ao &c. all which 
are very much taken with the Poetry so that I am desired to 
perform it again the next time. I cannot sufficiently express the 
kind treatment I receive here, but the Politeness of this generous 
Nation cannot be unknown to yon, so I let you judge of the satis- 
faction I enjoy, passing my time with Hounour, profit, and pleasure. 
They propose already to have some more Performances, when the 
6 Nights of the Subscription are over, and My Lord Duke the 
Lord Lieutenant (who is allways present with all his Family on 
those Nights) will easily obtain a longer Permission for me by His 
Majesty, so that 1 shall be obliged to stay here longer than I 
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thought. One request I must make to jou, which is that jou would 
intimate my most devoted Bespects to My Lord and My Lady 
Shaftesbury, yon know how much their kind Protection is 
precious to me. Sir William Knatchbull will find here my 
respectf nil Compliments. You will enorease my Obligations if 
by occasion yon will present my humble services to some other 
Patrons and friends of mine. I expect with impatience the 
Favour of your News, concerning your Health and Wellfare, of 
which I take a real, share. As for the news of your Opera's I need 
not trouble you, for all the Town is full of their ill success by a 
number of Letters from your quarters to the People of Quality 
here, and I can't help saying it furnishes great Diversion and 
laughter.^ The first Opera ^ I heard myself before I left London, 
and it made me very merry all along my journey, and of the 
second Opera, call'd Penelope,^ a certain nobleman writes very 
jocosely, il faut que je disc avec Harlequin, ndtre Peneldpe 
n'est qu'une Salldpe, but I think I have trespassed too much on 
your Patience. 

'I beg JOU to be persuaded of the sincere veneration and 
Esteem with which I have the Hounour to be, 
•S' 

'Your 

' most obliged and most humble servant 
'GxoRG Frideric Handel.' 

It is delightful to hear Handel's own account of the 
turn affairs were taking. But, the great attraction of the 
Dublin season had not yet been presented; and it was 
not to be included in the Subscription. 

On the 23rd of March, a fortnight before the com- 
pletion of the second series of Concerts^ the following 
advertisement appeared in ' Faulkner's Journal ' and the 
* Dublin News-Letter' — 

^ After Handel's retirement, the management of the King's 
Theatre fell into the hands of Lord Middlesex, who lost heavily 
by the si)eculation. 

^ A Pasticcio, called AUssandro in Persia. 

^ By Galnppi. 
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* For the Belief of the Priaonen in the terenl Gaoli, and for 
the Support of Meroer'a Hospitftl, in Stephen's-street, and of the 
Charitable Infirmary on the Inn's Qaaj, on Monday the 12th of 
April, will be performed at the Mnsick Hall in Fishamble-street^ 
Mr, HandeVs new Qrand OratoriOt caUsd the Messiah, in whioh the 
Gentlemen of the Choirs of both Cathedrals will aasist, with some 
Concertos on the Organ, by Mr. Handell.' 

This was the first time that the Oratorio had ever been 
mentioned in print; and the public received the announce- 
ment so warmly, that, when a later adyertisement was 
issued, begging that ladies would be pleased to come 
without hoops, and gentlemen without their swords, all 
purchasers of tickets, by courteously acceding to the 
request, enabled the Stewards to seat seven hundred 
persons in the room, instead of six. 

On Thursday, the 8th of April, the new Oratorio was 
rehearsed, in the presence of all who had bought tickets 
for the ensuing performance — ' a most Grand, Polite, and 
Crowded Audience.' * Faulkner's Journal ' informed its 
readers that * it was allowed by the greatest judges to 
be the fjiest composition of Musick that was ever heard;' 
and no doubt this was the general opinion, for the * Dublin 
I^ews-Letter ' expressed it in even stronger language. 

Not only do these two contemporary journals furnish 
us with a full account of the preliminary rehearsal of 
the Oratorio, but they distinctly state that the first public 
performance of the Messiah took place in the New Music 
Hall, in Fishamble Street, Dublin, on Tuesday, the 13th of 
April, 1742, and this account of the occurrence is corrobo- 
rated by so much collateral evidence, that it is impossible 
to doubt its correctness. The idea that an unsuccessful 
performance had taken place, at Covent Garden, in 1741, 
is proved to have been a groundless myth, traceable to 
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a careless mis-statement in Mainwaring's ' Memoirs.' The 
Oratorio was never heard in London until it was given at 
Covent Garden, on the 23rd of March, 1743. It is quite 
certain that it was first produced in Dublin ; and that, not 
for the Composer's benefit, but for that of the poor, the sick, 
and, more especially, the miserable prisoners for debt, whose 
sufferings, during the earlier half of the eighteenth century^ 
were incomparably greater than when John Howard visited 
Dublin in 1775. Only two years before Handel's arrival, 
two prisoners were suffered to die, in the * Four Courts 
Marshalsea,' from actual starvation; and it says some- 
thing for the humanising influence of Art, that^ moved 
by the sufferings of these 'poor creatures, the great Com- 
poser dedicated the choicest production of his genius to 
their relief, realising by the performance the sum of £400, 
which was divided, in equal shares, between the three 
Charities mentioned in the first advertisement Ko ' Book 
of the Words' used on this occasion can now be dis- 
covered, though it was advertised to be sold ' for a British 
Sixpence;' but we know that the principal parts were 
entrusted to Signora Avolio, Mrs. Cibber, and Messrs. 
Church and Ealph Roseingrave. Mrs. Cibber's delivery 
of *He teas despised' is said to have been indescribably 
touching, and, from this time forward, Handel wrote most 
of his Contralto parts expressly for her. The band was 
led by Dubouig. The newspapers piled epithet upon 
epithet in their columns to do justice to the performance, 
which gave so great satisfaction, that, after a highly suc- 
cessful performance of Sauly on the 25th of May, a general 
wish was expressed that the Messiah should be repeated, 
It was accordingly given again, ' By Particular Desire of 
several of the I^obility and Gentry,' on the 3rd of June, 
^with Concertos on the Organ;' and the success of the 
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second performance was no less gratifying than that of 
the first. 

Yet, strange to say, Handel's Music did not satisfy the 
Poet to whom he was indebted for the selection of the 
words. In a letter now in the possession of Earl Howe, 
Mr. Charles Jennens writes to some unknown friend : 

' I shall show yoa a oolleotion I gave Handeli caird Messiah, 
vhioh I value highly. He has made a fine entertainment of it, 
though not near so good as he might and ought to have done. I 
have with gpreat diffioultj made him correct some of the grossest 
faults in the composition, but he retained his Overture obstinately, 
in which there are some passages far unworthy of Handel, bat 
much more unworthy of the Messiah.* 

It is clear, from this, that the writer wished for an effect 
at this point ; and equally clear that Handel contemplated 
nothing of the kind. Without pausing to enquire whether 
the Instrumental Prelude was worthy or unworthy of his 
pen, he simply strove to hring the mind of his audience 
into the exact condition necessary for the consideration of 
the solemn Story that was to follow. The effect came 
later, when the wailing Minor of the 'Sinfony' gave 
place to the reiterated Major Chords of the opening 
Becitative — a contrast than which nothing more beautiful 
was ever conceived in Music. The whole of this Becita^ 
tive is of unapproachable loveliness ; and the Air which 
follows is one of the finest Compositions of the purely 
epic class we possess. No picture was ever more clearly, 
or more poetically painted, than the long, long course of 
the straightened highway, as symbolised by the reiterated 
Quavers in the introductory Kitomello, the sixth and ninth 
bars of which are unhappily omitted in Arnold's Score, and 
all later editions based upon it, to the great detriment of 
the Composer's striking idea. Throughout the whole 
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of this portion of the Oratorio, the epic element prevails 
over every other; yet, not without vividly descriptive 
passages, such as the rolling Semiquavers in ' Thus saith 
the Lord, and the sombre Unisons in * The people that 
walked in darkness * — though the poetical imagery of the 
last-named Air, as we now always hear it^ is very much 
weakened by Mozart's delicious Clarinet passages, which 
substitute, for the 'darkness' described by Isaiah, a 
dreamy golden light, as softly delicate as that in Claude's 
S. Ursula, and not one whit less beautiful, though utterly 
subversive of the Prophet's meaning. Then follows 
the tremendous climax, at the words, ' Wonderful ! 
Counsellor ! ' And, here, the prophetic exordium of the 
Oratorio comes to an end, after having worthily prepared 
the hearer for the narrative portion which immediately 
succeeds it. The Story of the Nativity is described in a 
series of pictures, as delicately painted as the Notte of 
Correggio; and, of course, designed to induce precisely 
similar emotions. The vigil of the Shepherds is repre- 
sented by the tranquil Pifa, founded upon a Calabrian 
Melody possibly of great antiquity. Handel had trea- 
sured this up in his memory, ever since he first heard 
it, thirty-two years previously, in Eome; and he now 
used it to such excellent purpose, that we are made to 
see the * Shepherds^ abiding in the field,* long before they 
are introduced to us in the words of the Evangelist This 
wonderful scene finds its climax in the Chorus, ' Ohry to 
God in the highest* ; in which the silvery tones of the 
old Slide-Trumpets, are heard for the first time, da 
lontano, to represent the Music of the Heavenly Host, as 
the Shepherds heard it, at Bethlehem, on that Kight of 
Kights, swelling nearer and nearer^ at the words * Good- 
will toioards men,' and finally dying away, with the 
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gradual departure of the Angelic Choir, in the gentlest 
pianissimo attainahle by Art' Then follows the flashing 
Aria cP agilitd, ' Rejoice greatly ' — a cry of prophetic joy, 
inspired by the recollection of the Celestial Concert ; after 
which the First Part concludes with a second promise of 
comfort, in * He shall feed Hia flocJc/ — another Pastoral 
Melody, the touching beauty of which has endeared it to 
every generation of hearers, from the night of its first 
performance, to the present time — and the succeeding 
Chorus, ^ His yoke is easy.' 

The Second Part relates the sad Story of the Passion : 
first calling upon us to ' Behold the Zamb of God ' ; and 
then describing, with ineffable pathos, the sufferings of 
the 'Man of Sorrows,' 'despised and rejected of men,' 
' bearing our griefs,' and ' wounded for our transgressions,' 
heart-broken with the * rebuke ' of the Almighty Father, 
yet finding none ' to comfort Him,' even among those for 
whose iniquities ' He was cut oS^ out of the land of the 
living.' No attempt is made to separate the harrowing 
details of the Gospel Narrative: but the Subject is treated, 
in the words of antient Prophecy, as one long sorrowful 
whole ; and brought before us with a tenderness of expres- 
sion to which no words can do adequate justice. It 
has been said, that, in the Chorus, ^AU toe like sheep,* 
Handel has given too realistic an interpretation of the 
words, and described the wanderings of a scattered flock, 
instead of the backslidings of human sinners : but, as we 
have elsewhere had occasion to observe, Handel has gone 
more deeply int6 the matter than the critics who find fault 
with him. There is folly as well as wickedness in 
rebellion against the Law of God. Some men sin through 
mere thoughtlessness: the disobedience of others is 
^ See Barney, Comm. ofEamdely p. 77. 
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•deliberate and intentionaL Handel has something to say 
to us about both classes of evil-doeis. In the first part of 
the Chorus^ he shows how thoughtless sinners take pleasure 
in their vain conceits. In the second, he describes the 
fatal consequences of their rebellion, and the price which 
must be paid, by the Messiah, not only for man's wilful 
disobedience, but even for his foolishness. Bat there is 
another side to the picture ; and it is painted for us in 
glowing colours. After the prophetic foreshadowing of the 
Besurrection, in 'But TJiou didst not leave Bis soul in hell^ 
comes the triumphant Chorus, 'Lift up yourJteads'; and, from 
this point we are led on, step by step, to the grandest 
climax of the whole, the glorious ' HallelujaJi/ which so 
affected the audience, when it was first sung at Covent 
Garden, on the 2drd of March, 1743, that the whole 
assembly, with King George U. at its head, rose up, as one 
man, and remained standing until the end of the Chorus 
— ^a reverent custom which has been continued, from that 
day to this, whenever the Oratorio is performed in any 
part of England.^ We have no record of any such 
expression of popular reverence in Dublin: but it is 
certain that Handel himself felt very deeply on the 
subject ; for Miss Hawkins tells us, on the authority of Dr. 
Allott, Dean of Eaphoe, that, when questioned as to the 
impression under the influence of which he composed it, 
he replied, '' I did think I did see all Heaven before me, 
and the great GOD Himself.'^ 

It needed a very great genius to carry on the interest 
of the work beyond this point Many very great geniuses 
would have thought that enough had already been done : 
but Handel knew that there was more to be said; and 

^ See Forbes'fl Life of Beattie, vol. ii. pp. 79, 80, Letter 146. 
^ Anecdotes ofMuaiCy etc. 
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felt himself capable of saying it, without fear of the 
depressing influence of an anti-climax. It remained to 
connect this Heavenly Hallelujah with man's hope of his 
own joyful resurrection; and the connection is effected 
by the lovely Aria di portamento, ^ I know thai my 
Redoemer livethf artfully supported by the simplest possible 
Accompaniment, for the obvious reason that any attempt 
at massive grandeur must necessarily have produced a 
weak effect, after the excitement of the previous Music 
After this, we are again led on, through a series of 
transcendently beautiful movements, including the 
thrilling Air, *I7ie Trumpet shall sourul,^ to the only 
other Chorus in the world that will bear comparison with 
the * Hallelujah ' — ' Worthy is the Lamb,* with its magnifi- 
cent peroration, ^ AmenJ If anything can increase the 
delight we feel in listening to this great choral master- 
piece, it is the knowledge that its apparent simplicity veils 
an amount of learning so great that it needs a very earnest 
Musician indeed to appreciate it. The effect produced is 
that of huge massive grandeur — colossal proportion, 
majestic breadth hewn out of the solid mass without 
attention to detail of any kind. The apparently simple 
machinery by which this effect is attained is, in reality, 
far more complicated than that employed for the most 
elaborate Choruses in Israel in Egypt ; and results, when 
the climax is reached, in a close Canon, worked out 
with the utmost severity, yet so studiously concealed, that 
the last thing one thinks about, in listening to it, is, the 
labour it must have cost to invent it. 

How far Mr. Charles Jennens appreciated the depth 
of Handel's interpretation of the Messiah^ it would be 
difficult to say. But it would be manifestly unjust to 
criticise his somewhat unfortunate expressions au pied de 
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la letire. Indeed, we may be sure, that, in speaking of 
' a fine Entertainment,' he does not mean to convey the 
idea that we should attach to the words at the present 
day. StiU, it is much to be feared that his objections 
were shared by other critics; for, notwithstanding its 
triumphant reception in Dublin, the Oratorio did not 
succeed so rapidly, in England, as might have been ex- 
pected;, though, in time, it attained a higher and more 
lasting popularity than has been awarded to any other 
composition in the world. Handel generally performed it 
some few times every year ; and, from 1750 to 1758, gave 
it annually — and sometimes twice a year — ^in the Chapel 
of the Foundling Hospital, for the benefit of the Charify, 
to which he bequeathed a copy of the Score and Parts. 
He also performed it, at Covent Garden, on the 6th of 
April, 1759, eight days only before his death; and, had 
he Hved, would have presided at another performance, at 
the Foundling Hospital, on the 3rd of May. On the 
29th of May, and the 5th of June, 1784, the Messiah was 
performed at the great 'Handel Commemoration,' in 
Westminster Abbey ; on which occasion, King George III., 
by a wave of his hand, commanded a repetition of 
the HcUleluJaJt and Amen Choruses, during the last of 
which it is now the custom to make a general rush for the 
door. From 1791 to 1861, it was annually given, on 
Christmas Eve, by the Caecilian Society. The Sacred 
Harmonic Society first performed it, in the great room, at 
Exeter Hall, on the 20th of December, 1836. On the 
20th of June, 1859, it was given at the Handel Centenary 
Festival, at the Crystal Palace, where it has been repeated 
trienniaUy. And, at our provincial Musical Festivals, it 
always occupies the place of honour. 

The Messiah was the last Oratorio at which Handel 

B 
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prsaided doling his stay in Dublin. He letnmed to 
England on Friday, the 13th of August, 1742, after a 
xeaidence of nearly nine months in the Irish Capital, 
eanying away with him many pleasant memories, and 
leaYzng behind him a crowd of warm-hearted admirers. 
Among these was a certain amateur, for whom he wrote a 
Lesson for the Harpsichord, called ' Faresi Mustek,* The 
miginal MS. of this has l)een lost ; but Mr. Townsend 
obtained a copy from an old lady to whom it had been 
giren by the original possessor of the Autograph ; and 
another copy was once in the possession of Dr. Petria It 
is from these that the printed copies now in circula- 
tion have been more or less correctly reproduced. The 
piece is chiefly interesting as bemg the only one which 
Handel is known to haye composed during his stay in 
Ireland : but his real connecting link with that country 
is his greatest Oratorio. Had he never written anything 
but that, we should still have recognised him as the 
greatest Composer in the world. 



CHAPTER XXIX. 

TBS XBOHNICAL HIBXOBT OF THE 'MBSBIAH.' 

To accommodate ihe capabilities of his Singersy Handel 
made almost as many changes in the MessicJif at different 
times, as he had previously made in Acia and Galatea^ 
though the additions were less extensive, and no words 
were ever introduced except those taken from Holy 
Scripture. 

Unhappily, other people made changes, also. At the 
second performance in Westminster Abbey, Trombones 
were introduced into the Hallelujah Chorus^ and Worthy 
is the Lamb. In 1789, Mozart wrote his famous 'Addi- 
tional Accompaniments '; which Hauptmann muvely com- 
pares to 'stucco ornaments on a marble temple.'^ Later 
Directors have added the full weight of a military 

^ 'IGt der MocBrtsbhen XnatrsiiMiittftiioii dee 'IfOTAat' kamint 
mil's auoh wie Ihnen. Es hat mir immer nie zierliohe 8tiu)oa» 
tnrarbeit an einem alten Mannor-Tempel gesohieneu, die sioh 
anch wieder abrOolceln kOnnte und leicht yerwittem.' — Bri^e an 
'EroiM Hauaer, vol. ii. p. 140. Hanptmann's pl&yf al sixmle ezpresaes 
the exact troth. Nevertheless, the xnimaiy intentian of these 
Accompaniments has been very generally misnnderatood. The 
Baron van Swieten wished to perform some Oratorios bj Handel 
in the great Hall of the Hofbibliothek, at Yienna, in which there 
was no Organ to support the harmonies indicated by the Fig^nred 
Bass. It was absolutely indispensable that some substitute 
should be found for the missing instrument. The Pianoforte 

R 2 
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band to the additions of Mozart. And the musical 
text has, through the carelessness of early editois, 
been more extensively corrupted than most students are 
aware. Not long ago, we were discussing this subject 
with one of the greatest Singers of the present century 
— a lady who won some of her brightest triumphs in 
the Messiah, and always strove to give the purest possible 
rendering of everything she sang. Said our friend, 'Before 
you can make the world understand what a beautiful thing 
the Score of the Messiah is, you mud wash, it eleanj 
From that moment, we determined to do the best we 
could to 'wash it clean': and, by way of making a 
beginning, we propose to devote our present Chapter to 
the consideration of a few of the more important differences 
of 'reading' to which our attention has been directed, 
during careful and reiterated examination of the valuable 
records to which we have been fortunate enough to obtain 
access. At the same time, we shall gratefully avail our- 
selves of the labours of other Commentators in the same 
direction ; for we are not the first to whom the idea of 
purification has suggested itself, and all we can hope to 
do is, to add a little to the mass of valuable criticism 
which has already appeared in print. 

The most important authorities for the pure musical 
text of the Messiah are : 

(1) The Autograph Score, in the Boyal Library. 

(2) Some detached pieces, in Handel's handwriting, 
contained in the volume labelled ' Sketches,' in the same 
Collection; 

would have beea too weak for the porpose : and the Baroix 
Boggested to Moasait the employment of Wind Instmments. 
whioh were accordingly added to Ads and Galatea, in 1788, to 
the Messiah, in 1789, and to Alexander's Feast, and the Ods for 
8. Cecilia's Day, in 1790. 



1742.] TECHNICAL HISTOBY OF 'MESSIAH.* 245 

(3) A magnificent folio Conducting Score, 19^ inches 
high, in Smith's handwriting, in the same Collection. 

(4) A smallei Conducting Score, in two oblong 4to 
volumes, in the Collection of the Rev. Sir Frederick 
Ouseley, chiefly in Smith's handwriting, but containing 
innumerable autograph annotations, and many pages of 
Music written entirely by Handel himself. As this most 
interesting MS., second only in historical importance to 
the original Autograph, is known to have been used on 
the occasion of the first performance of the Oratorio, at 
Dublin, it is now generally described as the Dublin MS. 
Its connection with the Irish Capital is, indeed, a very 
intimate one ; for, after enriching it with memoranda of 
the utmost importance, and using it at many public 
performances, Handel himself presented it, either to the 
City of Dublin, or to the Musical Society established 
there. Some twenty-five years later, it was sold, by 
its fortunate possessors, to Mr. Ottley. Tliis gentleman 
bequeathed it to his nephew, the late Captain Ottley. 
And finally, it was given, by Captain Ottley, to its 
present proprietor, to whose kindness we are indebted 
for permission to lay before our readers some of the 
most important information it contains. 

(5) The Conducting Score, in Smith's handwriting, 
bequeathed, by Handel, to the Foundling Hospital. 

(6) Another Conducting Score, also in Smith's hand- 
writing, in the Schoelcher Collection at Hamburg. 

(7) A similar Score, transcribed by the same hand, in 
the Collection of Henry Barrett Lennard, Esq., at Hamp- 
stead. 

(8) The early printed editions by Walsh,^ Wright, 

^ Walsh liimflelf only printed the Airs in the Messiah. His 
■ncoessors, Wright, and Eandall and Abell, embodied these in a 
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K*«^» and Abell, Haixuoa,^ and (if xeooived yntii 
caution) Arnold. 

The Overiure (called by Handel, Sinfony) is incomplete, 
both in the Autograph, and the Dublin MS. In thft 
fonnor, the laat 61 bars of the Fugue are siiaaing : in the 
latter, the Grave, and the first 43 bars of the Fogae. 
The Fugue was first marked Allegro gituio^ afterwards 
AUegro moderato. Tradition asserts that Handel wrote 
a Minuet, in £ Major, to form the conclusion of the 
Overture, when played apart from the Oratorio. A MS. 
believed to be the Autograph of this was, for many yeax8» 
in the possession of the Rev. William Goatling, Minor 
Canon of Canterbury, and son of the Eev. John GrostUn^ 
Sub-Dean of S. Paul's, the celebrated Bass Singer. 

Comfort ye My people. In the Tenor Ckf.^ The first 
13 ban are missing, in the Autograph; which diffeis 
from all the early printed Scores, in that the Chords, at 
' The voice of him that crieth^ are marked forte. In the 
Dublin MS. the names of ' Mr, Beard,* ' Mr, Louse,' and 
' Sig^ AvoliOf are inserted in pencil ; plainly indicating 
that Handel himself permitted this Movement to be sung, 
either by a Tenor on a Soprano Voice. 

Every valley. In the Tenor Clef. In the Autograph, 
the Dublin MS., and the printed editions of Walsh, 
Eandall and Abell, and Harrison, the introductory and 

complete edition of the Score — the earliest ever published. The 
original plates of thia inralaable edition, together with those of 
JiidM MacoahcBuSf Ads and Galatea, Zadok the Priest^ and the 
Dettithgem Te Deum, are now in the possenion of Measra. 
Novello St Co., who still keep the works in print. 

^ Harrison's edition is the first that was ever published with a 
Harpsichord Accompaniment only. It is now exceedingly rare. 

^ The earlier printed Scores give all the Airs, except those 
written for the Baaa Voioe^ in the Trebto Clef. 
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conduding Ritomelli consist of 11 bars each. Arnold 
gives 9 only; and all later editois have followed him. 
The bars omitted b j Arnold aze, the sixth, and ninth ; 
which, in the onginal, ane filled with a twofold leitemtion 
of the firat group of Quavois in the seventh, and tenth 
bars, respectively. In the Dublin MS. these two bacs 
were once, pasted over^ertainly, not by Handel, who, 
had he wished to eliminate them, would assuredly have 
done so by a couple of strokes of his bold lead-pendL 
The Dublin MS. contains a long Oadenzay at the end of 
the Air, in Smith's handwriting. The only name men- 
tioned in the Autograph, is that of ^ Mr. BeardJ ^ In the 
Dublin MS. the three names prefixed to Comfort ye apply 
to this also. 

And the Glory of the Lard. In this, and subsequent 
Choruses, the Dublin MS. indicates, with great precision, 
the places in which the Bipieni are to be introduced, by 
means of the directions. Con Eip, Con Rip forte, Con Bxp 
jpiano, Senza Eip, etc., etc., all written, in ink, by Handel 
himself. 

Thus mith the Lord. Autograph, ^Mr. Rdnhold* 
DubHn MS., 'Mr. ReinhoU; * Mr. Socage; 'Mr. 
Masson^ 

But who may abide ? This Air was originally written 
for a Bass Voice, as in the Autograph, in Smith's hand- 
writing in the Dublin MS., in Bandall's Score (p. 21) 
and Arnold's (p. 20). But in the Autogmph, Handel has 
pencilled, above the original Bass version, the words, 
* Un tono piii aito ex Efor Mr. Low in Tenor Cliff.^ In 
the Dublin MS., he has written over it, * For Guadagni ' ; 

^ The names pencilled by Handel on the Autograph do not 
appear in the photoUthographic reprodnotion issued by the Sacred 
Harmonic Society, in 1868. 
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and then re-written the whole, in the Alto Clef, in the 
form in which it is now usually sung — Le, with the two 
Predissimi, as given by Randall and Abell, (Appendix, 
p. 1) and Arnold, (p. 22) — ^repeating the words ^Far 
Quadagni* over the newer version. He has also written, 
in the Dublin MS., 'A note higher Eb: ' Calori G\,^\ 
* Miss Youngy ^ Miss Brent^ ^ 8ig. RicciareUiy 'Miss 
Frederick,* The Foundling Hospital and Hamburg MSS. 
both contain the Alto version ; to which the former adds 
a transposed copy, in A Minor, and the latter, one in 
G Minor, both for a Soprano Yoice.^ 

And He shall purify. The Dublin MS. has Senza Rip^ 
until bar 15, where it indicates a remarkable filling in of 
the Harmony, during the latter half of the bar. 

Becit. Behold y a Virgin^ and Air with Chorus, thou 
that tellest. Alto Clef. In Autograph, 'Mrs, Cibler,' 
In Dublin MS., * Guadagni* ' Mrs, Cihher,* ' Siff^ GaLU; 
' Miss Young: The woids, GOD WITH US, are written, 
in the Autograph, in veiy large letters. 

Recit. Fm- behold. Air, ' TJie people that walked^ In 
Autograph, ' Mr, Eeinh^kV In Dublin MS., ' Mr, Eein- 
hold* ' Mr. Masson: At bar 23 of the Air, both MSS. 
divide the words as in Walsh's original edition, and 
Randall and Abell's Score. Both Arnold and Harrison 
divide them incorrectly ; and most modem editors have 
followed their example. 

Fot* unto us a child is hoim. The pianos and fortes 
usually observed in singing this Chorus are distinctly 
indicated in the Autograph, though omitted by Randall 

^ The true history of this zemarkable Air was first elacidated 
by Hir, W. G. Cnsins ; to whose valuable little brochure, entitled, 
BofndeVs Messiah (Angener k Go., 1874) we are indebted for 
mnoh of the information contained in this chapter. 
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and Abell^ and Harrison. In the Dublin MS. the in- 
tention is still more strongly enforced by the words 
Senza Rip, and Con Rip, Arnold's direction, Oboe 
1^ e 2^ col Soprano, is not in the Autograph. 

The Pi/a (commonly known as the Pastoral Symphony) 
is scored, in the Autograph, the Dublin MS., and the 
Hamburg Conducting Score, for thiee Violins, Viola, and 
Bass ; but, in all the printed editions, without exception, 
the part for the Third Violin — which should play, 
throughout, an octave below the first — ^has been omitted.^ 
In the Second Violin Part of bar 1, Mozart has substi- 
tuted a Quaver, B, for the dot of the first Crotchet (C). 
In bar 9, the fourth note of the Melody is always printed 
C, in place of the E written by HandeL^ 

Originally, this Movement ended at the eleventh bar. The 
Second Part is added, in the Autograph, on a little slip of 
paper, bound up with the rest. On the back of this slip 
is another Second Part, crossed out by Handel, and not 
included in the Sacred Harmonic Society's photolitho- 
graphic reproduction. TheDublin MS. gives the first Second 
Part, though it has been pasted over. The Hamburg MS. 
gives the First Part only. In the Dublin MS. the whole 
is marked Senza Rip, in Handel's handwriting. The 
word Pifa, at the beginning, refers to the old Chaunt of 
the Piferari, on which the melody is founded. In the 
copy of the Score published by the English Handel 
Society, Dr. Bimbault has given the Chaunt in extenso, 

1 Mr. Onams was the first to call attention to the fact that 
the part for the Third Violin is systematically omitted, in per- 
formance. His little book contains the only copy existing in 
print of the rejected Second Fart of the Movement. 

3 Mr. Cnsins was also the first to call attention to this very 
serions misprint. 
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on thfi authority of a MS. copy supposed to be consider- 
ably anterior to the time of HandeL 

There were Shepherds: And lo/ the Angel: And the 
Angel said : And smlderdy. Soprano Clef. Assigned^ in 
the Autograph, to *Mr8. Olive* *, in the Dublin MS. to 
'Mrs. Clive! 'TJie Boy,' 'Fraei,' 'Mr. Norrie* and 
' Si^' Franeeaina.* In the Autograph, and the Dublin 
and Hamburg MSS., the second Becit., *And lof the 
Angel/ is marked Andante e piano; while the fourth, 
' And suddenly,* is marked Allegro. This last and most 
important direction is omitted, by common consent^ in 
all printed copies. The Air, 'But lo ! the Angd/ assigned 
to ^ Mtb. Clive* was an afterthought ; and is written^ in 
the Autograph, on a loose sheet, which was interpolated, 
after the completion of the Score. 

Glory to Ood. Written for Stringed Instruments and 
Trumpets, without Drums. Mozart has added Horns and 
Drums, and makes the Trumpets begin where Handel makes 
them leaye off. Handel, in the Autograph, first marked 
the Trumpet parts, In disparte {ue. aside) ; but afterwards 
crossed out the words, substituting for them. Da l<mtano 
un poco piano. ' In the Dublin MS. this direction is 
omitted ; but provision is made for a striking effect, by the 
use of the words. Con Ripieni per tutto at the beginning, 
and^ at bar 43,'where the diminuendo begins, Sema BxpienL 

Bi^oicG greatly. Soprano Clef. In the Autograph, the 
Bass of this is written in Common Time, and the other 
parts in V, as at page 60 of Randall and Abell's Score, and 
page 64 of Arnold's. In the Dublin MS. the Bass stands^ 
as in the Autograph, but in a strange handwriting ; and 
Handel has written the Voice and Violin parts above it, 
with the well-known Semiquaver passages, in Common 
Time, as in Bandall and Abell (Appendix, p. 8); and 
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Arnold^ p. 68. The Dublin MS. mentions the names af 
'The Bayy' 'Frasi,' and 'Mr. BmrdJ 

He shall feed His flock, and Come unio Him. In the 
Autograph, these form two yerses ol a sin^e Air, in B flat, 
and in the Sopxano Clef. The same version occurs in 
the Dublin MS., for *Sig^ Fnmcemia/ 'Mrs. Oihbery^ 
*Mi88 Frederick,^ 'Mies Young j* and 'Mobinsoji*; but 
here it is followed by another yezsion, on two inserted 
leaves, in Smith's handwriting, in which the first part is 
in F, and the second in B flat. Smith's Conducting 
Scores, at Buckingham Palace, and in Hamburg, give 
only this second version in the two keys; and the 
preceding Recitative, Thoi shall tJie eyes^ is also transposed, 
to correspond. 

His yoke is easy. All printed copies, without exoeptios^ 
give the Subject of this Chorus inaccurately. Handel wrote 
the second group of Semiquavers, in the second bar, with 
a dot to the first note only ; and continued this form at 
every re-appearance of the Subject^ to the end of the 
Chorus. In the published editions, the first and third Semi- 
quavers in this group are both dotted, at each return of 
the Subject, though Eandall gives the passage correctly, 
towards the close of the movement. The whole swing of the 
Subject is changed, and half the dignity of its expression 
lost, by this mis-reading, which, so far as we have been 
able to ascertain, has never yet been noticed, either by 
Critics or Conductors. 

Behold the Lamb of God. The text of this is given 
correctly, in most printed editions. 

He was despised. Alto Clef. This was first sung by 
Mrs. Cibber ; and a Contralto Voice seems indispensable 
for its true expression: but, in the Dublin MS., it is 
assigned to 'Francesina/ *Mr, Norrisy* and 'Calari/ 
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irith directions that it is to be transposed *a note higher* 
to *F,* Most Singers seriously injoie the effect of this 
Air, by throwing the chief stress on the word ^was,' 
instead of ^He/ Li cases like this, the rhythmic accent 
of the bar ought not to be allowed to interfere with the 
rhetorical expression of the text ; though it needs a great 
elocutionist to draw the necessary distinction.^ 

Surely, He hath home our griefs. Always printed 
correctly. 

And loith His stripes. We are again indebted to Mr. 
Cusins for pointing out an almost universal misprint, in the 
opening of this Chorus. The words, 'we are,' ought to 
be sung to two Minimfl j not to a dotted Minim, and a 
Crotchet. Handel twice changed his mind, while writing 
the Autograph ; but finally decided upon the two Minims, 
and continued the passage, in this form, throughout the 
rest of the Chorus. 

All we like sheep. The staccato dashes given by 
Arnold are indicated, by vigorous pen-strokes, in the 
Autograph. 

AU they tJuxt see Him, Tenor Clef. Autograph, ^Mn 
Beard: Dublin MS., ' Mr. Beard; 'Mr. Low^ ' Si^ 
Avolio,* 

He trusted in God. Always correctly printed. 

Thy Rebuke. Tenor Clef. Autograph, * Sign^ AvolioJ 
Dublin MS., ' Mr. Beard; 'Mr. Low; ' 8if^ Frasi; 'Sg^ 
Avolio,* 

Behold and see. Tenor Clef. Ko name in Autograph. 
Dublin MS., ' Mr. Beard; 'Mr, Low; ' SifT ^asi; 'Sig^ 
Francesina.' The names of Sig^ Francesina, and Mr. Low, 
are indistinct, and very doubtf uL 

^ Madame Sainton-Dolby never failed to do so ; and we may be 
snxe that Mrs. Gibber expressed the passage faithf nUy. 
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Se was cut off. In Tenor Clef, in the Autograph, and 
Duhlin MS.; hut Soprano, in Smith's large Conducting 
Score at Buckingham Palace. Autograph, ^All Mr. Low! 
Dublin MS., 'Mr. Low,' ' The Boy! ' St^ Fraai.' 

But Thou didst not leave. In Tenor Clef, in the Auto- 
graph, and Dublin MS.; but Soprano, in Smith's large 
Conducting Score. The Dublin MS. has ' The Bmji 
^Mr. Lowey and 'Mr. Beard! 

Lift up your Heads. In all the MSS. the words stand, 
* Who is this king of glory 1 ' Schoelcher makes an extra- 
ordinary mistake in assigning to this Chorus the Instru- 
mentation of an unpublished Double Concerto with which 
it has no sort of connection.^ 

Unto which of the Angels. In Tenor Clef. Autograph, 
'Mr. Beard! Dublin MS., 'Mr. Beard! 'Mr. Low! ' Sig"^ 
Avolio! 

Let aU the Angels of God. Always correctly printed. 

Thou art gone up on high. For a Bass Yoice,^ in Auto- 
graph, and Dublin MS. ; but, in the latter, the Bass 
version is crossed out, and Handel has re-composed it, in 
the Alto Clef,^ 'for Qvadagni! This is the version given 
in both Smith's Conducting Scorea In the Foundling 
Hospital MS., the Air is transposed to G Minor. The 
Dublin MS. mentions the names of 'Quadagniy 'Miss 
Young! and ' 8iig. Ricdaldi! and also gives the third 
version, in Smith's handwriting, in G Minor. 

The Lord gave the word. In Bandall and Abell, 

^ Jjife of Handel, p. 239. We shall haye occasion to speak of 
iliis Doable Conoerto again, in chapter zzxviii. 

3 As in Randall and Abell (p. 14, Appendix) ; and Arnold, 
p. 134. 

* Ab in Bandall and Abell, p. 121 ; and Arnold, p. 132. No 
MS. authority can be found for the other Alto yersion, gives 
by Bandall and Abell, at p. 12, Appendix, and Arnold, p. 129, 
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Arnold^ and most modem reprints, tbe fint five notes of 
the Tenor, in bar 3, are printed a Third too high. 

How beautiJuL Soptano Clef. The original TersiaD, 
in G Minor, has a Second Part, to tiie words *neir mmnd 
is gone out^* with a Da Capo, given botii in the Auto- 
graph, and the DnbHn MS., and printed hoth by Randall 
and Abell, and Arnold. The Dublin MS. has ' The Bay; 
*Fra8i,* and for ^ Quadagtd ex C*: and Guadagni's 
Teision, in C Minor, is given by Bandall and Abell, at 
p. 31, Appendix ; and by Arnold, at p. 150. 

There are three otiier versions, of which only one ha* 
been published. 

The first is a Duet, for two Altos, in D Minor, 
leading into a Chorus for five Voices, * Break forth into 
joy' The principal Melody of this is the same as 
that of the Air in G Minor, and the whole Composition; 
is of rare beauty. The original MS. is bound up at the 
end of the Autograph ; and Handel has written upon it,, 
in pencil,^ ' Sg"^ Avolio,' ' Mrs. Clive; * Mr. Low,' ' Mr. 
Beard,' and other names, now all but obliterated, besides 
pencilling-in the whole of the Second Alto Part, and 
a few bars of the Firsts an Octave higher^ to suit the 
Soprano Voices. The piece is printed both by Bandall 
amd Abell, and Arnold. 

The next version, the original MS. of which is contained 
in the volume labelled ' Sketches,' is also a Duet for two 
Altos, in the same key, adapted to the same words, 
founded on the same Melody, and developing into the 
same Chorus a 5. But, this piece begins with a long 
Instrumental jRitomello, which bears no resemblance to 
the other version, until the 25th bar; after which the 
two pieces correspond tolerably closely, for some distance, 
though with considerable difference in the Violin passages, 
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and other detaOs of importance. The Solo parts of this 
are maiked, ^Mr. Bayly y and ^Mr. Mem.' 

The last version, also contained in the yoliune of 
^ Sketches/ is a Soprano Solo, in D Major, founded on 
qnite a different Melody, and followed by a Chorus 
* Break forth into joy,* in which the words, *flbw heauttful * 
afterwards reappear, adapted to the Melody of the Solo. 

Neither of these last two versions has ever been printed; 
nor has another piece, in the same volume, which may or 
may not have been intended for insertion into the Messiah^ 
at one of the later performances. This is an Air for 
Soprano and Chorus, in E Major, marked ^for the Boy* 
and adapted to the words, ' The Lord Jiath given strength 
unto His people.* The pages of these MSS. have been so 
cruelly nusplaeed by the bookbinder, that the three pieces 
we have inentioned are constantly running into one 
another; but no part of any of the Movements is missmg. 

Their sound is gone out. The Chorus, in E flat, is 
bound up at the end of the Autograph ; as is also an Air, 
in F, set to the same words, in Smith's handwritings 
marked 'Mr. Beard* In the Dublin MS. this Chorus, 
in an unknown handwriting, but containing autographic 
annotations as to the introduction of the Bipieni, has 
been interpolated between the pages of the Air. 

Why do the nations f The Dublin and Hamburg MSS. 
break into a Bedtative, at the 39th bar. Arnold has 
printed both this, and the original version. The Dublin 
MS. is marked, 'Mr. BeinholdJ 

Let us Jyreak their bonds. Marked, in the Autograph, 
and Dublin MS., Allegro e staccato. Arnold, and most 
other editors, give Larghetto e staccato. 

Becit. He titat dwelleth in Heaven, and Air, ITiou sJiaU 
break them. Tenor Clef. The Dublin MS. has, 'Mr. 
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Beardy ^Mr. Low,* Mr. Cnsinsy whose minute invefitiga- 
tions have left but little to be discovered by later explorers, 
points out, that, in all our published editions, the four 
Semiquavers, and the last Quaver but one, in the First 
Violin part of bar 38, are printed a note too high. The 
Dublin MS. has a Recitative, in Smith's handwriting, as a 
substitute for the Song. 

Hallelujah, The piofio usually observed at the words, 
* The kingdom of this world/ is not in the original MS. 
The Subjects adapted to these words, and to *And He 
Bhall reign for ever and ever/ correspond very closely with 
the seventh and twelfth lines of the Choral QSadhpet mcf » 
ruft uiw hit §tintnw. That sung to the words ^For the 
Lord God Omnipotent rdgmth/ is a fragment of very 
antient Plain Chaunt, used by Handel in several other 
Choruses, and by Byrd in * Non nobis DomineJ 

I know thai my Redeemer liveth. Soprano Clet As- 
signed, in the Dublin MS., to ' SifT' Frost/ * St^f^ Avolio/ 
*Si^ Franeedna/ * Edwards/ and ' Tlie Boy.* 

Since by man came death : By man came also : For as in 
Adam : Efoen so in Christ. The first and third of these 
short Choruses were intended, by Handel, to be sung with- 
out any Accompaniment whatever. The Organ Part given 
by Arnold is an impertinent addition to the Score. Handel 
has given, in each case, a single Crotchet, at the beginning, 
to start the Voices — and that is alL Mozart has added 
a Trombone Accompaniment. 

BeJiold, I tell you a Mystery, and The Trumpet shall 
sound, are assigned, in the Dublin MS., to 'Mr. Masson/ 
and 'Mr. Reinhold.* 

Then shall he brought to pass. Alto Clef. Dublin MS., 
*Sif^ Gcdli/ 'Guadagni/ 'Mrs. Gibber/ and 'Miss Young.' 

Death, where is thy sting 7 The Dublin MS. assigns 
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the Alto parts to ' 8i^ GcUli^ and * Quadagni ' : and 
the Tenor to ' Mr, Beard^ and ' Mr, Low '•; but Signora 
Firancesina also sang this part, an Octave higher. In 
addition to these names, the Dublin MS. mentions that of 
*• Miss Young* Arnold's second version of this Duet, at 
page 195, is onlj the first, shortened. 

Bvit tlianks he to God, The printed copies of this are 
correct.' 

If God he for us. The Dublin MS. has, ' Sic/^ Gcdli.' 
* The Boy,* * Miss Brent,* ' Cuzzoni^* and ^for Chiadagni 
ex C* It is often said, that dotted rests were not used 
in the time of Handel; but this Air abounds with 
examples of them. 

Worthy is the Lamb, and Amen, These two grand 
Choruses abound with afterthoughts, which make the 
perusal of the Autograph Score exceedingly instructive. 
The Dublin MS. contains a cut, fusing the two into one, 
in such sort that the word, ^Amen,* is brought in, at the 
end of the first Movement, and the second Movement 
omitted altogether. Three intensely interesting Studies 
for the Stretto of the final Fugue are preserved in the 
Fitzwilliam Museum, at Cambridge. These are written 
in Alia hreve Time, in the key of G — though without 
the necessary F sharp at the Signature — and were 
evidently made for the purpose of testing the capabilities 
of the Subject for Canonic Imitation. The substance of 
all the three appears in the finished Chorus, with very 
little change beyond the necessary transposition.^ 

Slight as is the sketch we have here presented to our 

^ The Sketohes will be found at page 68 of the volame of 
AutograpliB labelled X. 8. 29. They have lately been printed, 
for the first time, in the JMioiKwy of Music and Musicians, 
vol. iii., p. 627. 

8 
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nadezs, we have, we hope, said enough to show that no 
aaall ttQonnt of caie is needed, on the part of Conductoza 
who woold giro the musical text of the Messiah in its 
primikiYe purity. Fortunately, we have ample facilities, 
both for the collation of doubtful leadings, and for the 
interpretation of Handel's own ideas with regard to his 
great masterpiece. The Dublin MS. teaches us how much 
he depended, for his effects, upon the judicious use of the 
BipieiU. The consentient evidence afTorded by the most 
impoitant MS. Scores proves that he was not at all 
particular as to the keys in which his Am were sung. 
Sttther did he think it necessary to allot them always 
to the same voices. Thus, we find ' Comfort ye^ My 
people^* * Every valley^ *Befoiee greatly^ and the Airs 
relating to the 'The Passion,' assigned to a Soprano or 
a TenoE indiscriminately. It is interesting, too— thou£^ 
not from a technical point of view — ^to find him, on an 
occasion concerning which we possess no other record, 
entrusting a share in the pezf onnance to his old rebeUioua 
subjeefe,. Cuzzoni^ These records of Handel's own 
management justify an almost unlimited exercise of 
discretion, on the part of the Director, with regard to 
his choice of Singers. Great consideration is also 
necessary, with regard to the constitution of the Orchestm 
employed. Mozarf s Accompaniments have long been 
popularly r^^arded as integral parte of the work; though 

1 This can only have been daring her laafc vuit to Bngiand, in 
1746, when the oharm of her voice had entirely disappeared. 
After this she sank lower and lower in the sooial scale; lost 
her artistic statos ; and, for a long time, maintained herself by 
making buttons, in Bologna, where she died in 1770, in a state 
of the most abject poverty, attributable entirely to her violent 
temper, and improvident habits. 
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they were written, as we have already explained, to 
supply a need wbicli no longer exists, and were intended 
for use under altogether exceptional circumstances. On 
the other hand, it would be a great mistake to 
omit Wind Instruments in the performance of the 
Messiah. The only additions to the Stringed Band, in 
the Autograph Score, are the Trumpets and Drums. 
But [the archives of the Foundling Hospital show, 
that, in 1759, the year of Handel's death, the 
Orchestra employed consisted of twelve Yiolins, three 
' Tenners,' three Yioloncelli, two Contra-Bassi, four Haut- 
boys, four Bassoons, two Horns, two Trumpets, Kettle- 
Drums, and Organ. It is much to be hoped that the 
Horn parts may some day be brought to light. With 
regard to the rest, we know all that we need to know. In 
Handel's time, it was always understood, that, in the tutti 
passages the Yiolins were to be reinforced by Hautboys, and 
the Yioloncellos by Bassoons, in much stronger propor- 
tion than that to which we are now accustomed, whether 
the names of those Instruments were mentioned in the 
Score or not. We have positive proof that the usual 
proportion was that of one Hautboy to three Yiolins; 
with one Bassoon to each Yioloncello, and another, to 
each Double Bass : and until we have given these propor- 
tions a fair trial, and doubled, or even tripled our number 
of Trumpets, at large Festival Performances, it is mani- 
festly illogical to say that the Messiah would produce no 
effect, if played as Handel wrote it. No man now living 
has heard it, as Handel wrote it The author has heard 
it given, very nearly in its original form, by the Cascilian 
Society ; but the number of Yiolins was then so small, 
that two Hautboys sufficed to balance them: the per- 
formance, therefore, was on too limited a scale to give the 

s 2 
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effect a fair trial. Yet^ even then, the Harmonies filled in 
on the little Organ at Albion Hall produced a delicious 
richness which we are far from realising at many grander 
performances. 

For Handel entrusted the Organ with a very much 
more important rdle than that assigned to it under our 
present system. It sounds grand enough, as all the world 
knows, at Birmingham or Liverpool, when some huge 
32-feet Pedal-Stop thunders out the long-drawn notes 
of a Canto fernio with a depth of tone such as no possible 
number of Double-Basses could hope to rival. But, except 
in certain parts of Savlf where no choice is left to the 
Conductor, we are never permitted to hear it as a distinct 
feature in the Instrumentation. Yet Handel made it a 
very distinct feature indeed. ' He knew the extent of his 
resources, to the minutest fraction, and wasted none of 
them. In addition to the Stringed Band, strengthened 
by Hautboys and Bassoons in the manner we have de- 
scribed, he used Flutes, and occasionally Piccolos, for 
Solo Instruments, with Drums and Trumpets in the 
grander Choruses, and Horns, and even three Trombones^ 
when the character of the Music rendered their aid neces- 
sary. That is to say, he knew, and used, every instrument 
employed in the modem Classical Orchestra, except the 
Clarinet, which, though said to have been invented as 
early as the year 1690, was not brought into notice by 
Classical Composers until many years after his death. 
But he rarely, if ever, used all these instruments together. 
Eestricting his Score to the few demanded for the ful- 
filment of his immediate intentions, he reserved the rest 
unta they were reaUy needed; and, by this rigid system 
of economy, enriched his chiaroscuro with an infinite 
variety of delicate gradations, and extended the limits 
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of his scale of effects almost indefinitely. In short, he 
applied to the ear the system which Turner afterwards 
applied to the eye — increasing the number of his middle- 
tints by every means within his power, and using them 
for the purpose of adding force to the extremes of the 
scale in moments of supreme interest only. With this 
end in view he constantly accompanied the Aria cantahile 
with nothing but a simple Thoroughbass, leaving the 
voice entirely untrammelled, and throwing the whole 
responsibility of the colouring upon the Organist. We 
can well imagine what that colouring was, when he him- 
self presided at the keyboard. When Joah Bates played 
the Organ at the Handel Commemoration in West- 
minster Abbey, in 1784, the late Sir George Smarts then 
a Chorister of the Chapel Boyal, turned over the leaves 
for him. Joah Bates was an experienced Organist ; and, 
well knowing how Handel had been accustomed to act 
on similar occasions, enriched the Organ part with 
whatever harmonies he considered necessary to give it 
its full effect. The little Chorister was astonished at 
the extent of his interpolations. Said the Conductor, 
'You seem curious to discover my authority for the 
chords I have just been playing, my little fellow.' ' Yes, 
Sir,' said the child j ' for I do not see them in the Score.' 
• Very true,' said Mr. Bates ; ' but Handel himself used 
constantly to supply the harmonies, precisely in the way 
I have just been doing, as I have myself frequently 
witnessed.' There is indeed no limit to the interest 
which a really talented Organist may throw into an Air 
accompanied in this way. But still, this light Accom- 
paniment represented the lowest level in the graduated 
scale. The next step above it was occupied by the 
Aria di portamento^ in which the Bitomelli were played 
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by a single Yiolin, the demand upon the Organist's 
invention being scarcelj less severe than in the foimer 
case. In the Aria di niezzo carattere, Handel generally 
used a fuller Instromentation, leaving the Organist to 
enrich the harmony only, by a few jndiciously-plaoed 
chords. But, in many of his most elaborate Ghomses, 
such as For unto U8 a Cfiild is hom^ and the great 
Amen^ he loved to leave long passages accompanied 
by the Organ and Basses alone, in order that the 
Violins might come in with the greater effect at certain 
appointed places. Using these and a hundred other 
varying shades of expression, in his intermediate giar 
dations, he brought in the Drums and Trumpets, at 
the opposite end of the scale, with irresistible power; 
increasing their effect a thousand-fold by the judicious 
reticence which suffered them to be heard only at the 
exact moment when they were most needed — a circum- 
stance to which Mendelssohn makes a very interesting 
reference, in one of his letters.^ And, in this perfect 
balance of proportion lay the real strength of the 
system. Each several member played its appointed 
part in the gradation of the whole. Is it not clear, 
then, that the balance of the whole must necessarily 
be destroyed by interference with the separate parts % It 
we add Flutes, Clarinets, and Bassoons, supported by the 
full Stringed Band, to an Air written for a Thoroughbass 
only, what more can we add to the next fully accom- 
panied Air, in order to preserve a just balance between 
the two 9 Mozart would never have added these things 

^ 'Among other things, I am partionlarly pleased with the 
mode in whioh Handel, towards the close, maheB in with his 
Kettledroms and Trompets, as if he himself were belabouring 
them.'— Ltftear, Febroaiy 7» 1834. 



1742.] TECHNICAL HISTOEY OF 'MESSIAH.' 263 

had there been an Organ in the room in which the MessiaJi 
was performed at Vienna* We, who have Organs at 
command, and Organists weU able to do anything required 
of them, add to Mozart's additions, until they count for 
nothing in comparison with our own. We pride ourselves 
immensely, nowadays, on our aesthetic purity. Will no 
one risk an attempt to restore the Messiah to the pure 
form in which Handel himself designed iti Surely it 
would be no unworthy tribute to his memory, if the 
Governors of the Foundling Hospital were to present it 
to us in such a form, in the Chapel in which he so often 
directed it for the benefit of the Institution whose wel&re 
he had so deeply at heart 



CHAPTER XXX 

THB BBTUBN TO LONDON. 

It waa not until some considerable time after his return 
from Ireland, that Handel was able to decide on any 
definite plan for the future. On the 9th of September, 
1742, he wrote to Mr. Jennens : 

<DlAB S' 

' It was indeed your humble Servant whioh intended jon a 
Visit in mj way from Ireland to London, for I oertainlj wonld 
hare giyen 70a a better account bj word of month as bj writings 
how well yoor Messiah was reoeiyed in that Oonntiy, yet as a 
Noble Lord, and not less than the Bishop of Elphin (a Nobleman 
yery learned in Hnsiok) has given his Observations in writing 
on this Oratorio, I send 70a here annexed the contents of it in 
his own words. I shall send the printed Book of the Hessiah to 
Mr. J. Steel for yon. 

'As for my success in general in that generous and polite 
Nation, I reserve the aooonnt of it till I have the Honour to see 
you in London. The report that the Direction of the Opera next 
winter is committed to my Care is groundless. The Gtontlemen 
who have undertaken to meddle with Harmony cannot agree, and 
are quite in a confasion.^ 

< Whether I shaU do something in the Oratorio way (as several of 
my friends desire) I cannot determine as yet. Certain it is, thafe 
this time 12-month I shall continae my Oratorios in Ireland, where 
they are going to make a large subscription already for that 
Purpose. 



1 The King's Theatre was still in the hands of Lord Middleaez. 
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^If I had known that My Lord Gnemsey was bo near when I 
passed Coventry, yon may easily imagine, Sir, that I should not 
have neglected of paying my Respects to him, since yon know 
the partioalar Esteem I have for his Lordship. I think it a very 
long time to the Month of Korember next, when I can have 
some hopes of seeing yon in Town. Pray let me hear meanwhile 
of your Health and Wellfare, of which I take a real share, being 
with an uncommon Sincerity and Bespeot 

'S' 

<Your 

' most obliged humble serrant 
' GsoBGi Fridibic Handel.' ^ 

Fiom the expressions here used, it seems probable that, 
had the Opera been in a more healthy condition, Handel 
would not have been unwilling to accept the responsibility 
of directing it, on favourable terms. But, judging from 
Horace Walpole's amusing description of * the taste of the 
mobility/ and the retention of ' several eminent lawyers 
from the Bear Gardens to plead their defence/ it is clear 
that it no longer afforded a fair field for the exercise of his 
talents. His hesitation as to doing 'something in the 
Oratorio way' can only be accounted for on the supposition 
that he doubted the possibility of meeting the preliminary 
expenses — for he was already prepared with a new work 
of more than ordinarily attractive character, the Score of 
which he had completed, a full week before he started for 
Ireland. 

This new Oratorio was Samson — a Sacred Drama, the 
Scenes of which were based, by Mr. Newburgh Hamilton, 
on Milton's 'Samson Agonistes.' Handel must have 
begun to compose the Music immediately after the com- 
pletion of the Messiah ; for we have seen that the last 

^ This letter was first printed by Mr. Townsend, from the 
origiiiAl in the poesession of Sari Howe. 
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date in that work is September 14, 1741 ; and we 
have evidence, under the Composer's own sign manna], 
that the First Part of Sainson was completed only a 
fortnight later. The Score, written on Oblong papery 
nniform with that used for the Italian Operas, bears the 
following inscriptions : End of the fird Act \ Sept, 29. 
174:1.— End of the Second Act-^Q Octoh^ 11, 1741— 
Fim d4l G i ^^pio \ & D. G. \ Lmdon G. F. Handel 
V Octob'' 29. 1741.— fif. D. a. I G. F. Handel oeioh^ 12. 
1742. The last date but one is at the end of the Chorus. 
' Gloriovs hero ' ; the last of aU is at the end of ' Let the 
bright Seraphim/ and * Let their edestidl concerts/ which 
pieces were clearly added to the Score, a year later. 

After Israd in Egypt and the Messiah^ Handel wvote 
no more Oiatorios on the purely epic plan. His later 
works do, indeed, contain long epie passives of resistleBB 
power; and many of them depend upon these passages 
for their most striking effects : but the actual form of mil 
these works is, in the strictest sense of the word, dramatic 
— as truly dramatic as if the Music had been intended for 
the Stage, with its three indispensable accessories, Scenery, 
Dress, and Action. For the machinery of the pecee is 
personal throughout. Each character speaks for bime^ ; 
and it is only when the Chorus steps in, and comments on 
the Action of the story, after the manner of the GhoruBes 
of jfEschylus, and Sophocles, that the dramatic form is 
suspended, and the epic element takes its place, for the 
time being, in such sort as to add to tiie power of the 
picture, and bring out the meaning of the history with a 
▼ivid truthfulness which dramatic action alone could never 
have attained. 

Such a Drama is Samson, Each character in it is 
drawn with minutest oaie. Tb» Hero himself, the pifOoa 
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Manoah, the hypocritical Delilah, are presented to us in a 
series of living pictures which impress themselves so 
clearly upon the mind that one cannot choose but recog- 
nise the individual by the- notes he sings. We have once 
before called attention to three di£ferent Sorceresses, whose 
characters were drawn, by Handel, in three different 
lights. It also fell to his lot to portray four dififerent Giants 
— ^Polyphemus, the hideous Ogre; Hercules, the Hero and 
Demigod, whom we have already met, in AmmetOf and 
shall meet again, in other works to be hereafter mentioned ; 
Croliath, at whose name we tremble, though he does not 
horrify us, as the revolting Cyclops did; and, finally, 
Harapha, the blustering coward, mean enough to triumph 
over his humbled foe, yet afraid to approach him too 
neady, lest, giant as he is, he should be crushed to death 
after all. The part of Harapha is a miracle of Art In 
ordinary hands, it must inevitably have been either vulgar 
or weak : in Handel's, it is neither. The boaster is too 
much in earnest to be coarse. His meanness is so 
marvellously true to nature, that it brings out the true 
greatness of Samson's character with tenfold force. 
Meanwhile, the Epic portion of the Oratorio tells its tale 
with a clearness which cannot be mistaken. The wor- 
shippers of Dagon are described to us as anything but a 
frivolous people. The Minuet with which they celebrate 
their great religious festival is stately enough to show that 
their belief in their false god is as real as that of the 
Israelites in the Most High; and the great Chons, 
* Fixed in His everlasting eecUy' places their earnestness in 
a still stronger light It is only when they become in- 
toxicated with their triumph that they show themselves 
no better than Harapha. But the Oratorio touches upon 
higher themes than this. In ' O first created beam * we 
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see Handel taking the sublime view of the Creation of 
Light, which Haydn afterwards turned to such telling 
account in his greatest Oratorio. The ' Funeral March ' — 
again in the Major Mode, like all Handel's most touching 
expressions of sorrow untinged by passion — would hare 
passed for one of the strongest parts in the Oratorio, had 
it been possible to forget the still greater ' Dead March ' 
in Satd, which, after the first two representations, was 
substituted for it; and the happy afterthought of following 
up the Dirge by the glorious Trumpet Air, * Let the bright 
SeraphtTrif' and its companion Chorus, ' Let their celestial 
cofiicertB^ brings the Drama to a conclusion well worthy of 
its earlier sections. 

Knowing, as we now do, that this great work was com- 
plete, with the exception of the two supplementary pieces^ 
when Handel wrote to Mr. Jennens, on the 9th of 
September, 1742, we cannot doubt that the uncertainty 
under which he then laboured arose from the difficulty of 
deciding whether the new Oratorio would stand a better 
chance of success in London, or in Dublin. After a time, 
he abandoned the idea of revisiting the latter city ; and, 
on the 17th of February, 1743, he inserted the following 
notice in the ^ Daily Advertiser ' : 

< By Snbsoription. At the Theatre Royal, in Covent Garden, 
to-morrow, the 18th inst., will be performed a new Oratorio, 
called BavMOii^ Tickets will be delivered to subBcriberB (on 
paying their sabsoription money) at Mr. Handera hoase,^ in 
Brook-street, near Hanover Square. Attendance will be given 
from nine o'clook in the morning till three in the afternoon. Pit 

^ Now No. 25, Brook Street, GroBvenor Square. Handel is 
known to have inhabited this house from the year 1725, until 
his death in 1759. For some years past it has been distingnished 
by a tablet. 
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and boxes to be put together, and no person to be admitted Trith- 
ont tickets, which will be deliyered that daj at the office in 
Govent Garden Theatre, at half -a-gninea each ; first gallery, 5s. ; 
npper gallery, 8s. 6d. Nota, Each subscriber is to pay six 
guineas upon taking oat his subscription ticket, which entitles 
him to three box tickets eyery night of Mr. Handel's first six 
performances in Lent. And if Mr. Handel shoold haye any 
more performances after the first six nights, each subscriber 
may continue on the same conditions.' 

Li accoidance with the terms of this advertisement, 
Samson was first sung at Covent Garden, on the 18th of 
February, 1743; the part of Samson being assigned to 
Mr. Beard, that of Manoah, to Mr. Savage, that of Micah, 
to Mrs. Gibber, and that of Delilah, to Mrs. Glive. * I^ 
the bright Seraphim^ was sung by Signora Avolio, for 
whom, as we learn from a memorandum on the Autography 
it was originally composed ; and there is little doubt that 
the Trumpet olibligato was written for, and played by, 
Valentine Snow, the most accomplished performer of the age. 

The scheme for the subscription was extended, this 
year, from six nights to twelve; of which eight were 
devoted to the new work ; three, to the Messiah — then, 
and for some years afterwards, simply announced as 'A 
Sacred Oratorio ' ; and one, to L' Allegro and the Ode for 
8. Oeetlia's Day, Samson, therefore, seems to have been a 
favourite with the public, from the first. Yet, in a letter 
dated * Arlington Street, 24th February, 1743,' Horace 
Walpole writes : 

< Handel has set np an Oratorio against the Opera, and 
sncceeds. He has hired all the goddesses from the farces, and 
the singers of roast.beef from between the acts at both theatres, 
with a man with one note in his Toice, and a girl without ever 
an one, and so they sing and make brave hallelujahs, and the 
good company encore the reoitatiye, if it happens to hare any 
cadence like what they call a tone.' 
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This can only refer to Samson, which had been produced 
six days previously. The 'man with one note in his 
voice * must have been Beard ;< and the ' girl without ever 
an one,' Signora Avolio, or Mz& Gibber. Yet these were 
the most accomplished Singers of the period ; and Handel 
himself is reported to have said that he could not decide 
whether he liked the Mesnah better than Bamson, or the 
reverse. 

^ John Beard, a quondam ChoriBter of the Chapel Boyal, under 
Bernard Gates, and afterwards the greatest Bngliah Tenor Singer 
of hiB day, achieved one of his brightest triamphs in the part 
of Samson, His history was romantia In 1782, he married the 
Lady Henrietta, daughter of James, Earl of Waldegrare, and 
widow of Lord Bdwacd Herbert, second son of the Marqness of 
Powis. In 1769, he took, as his second wife, Charlotte, dao^ter 
of John Bich, the Harlequin. 



CHAPTER XXXL 

THB VICrORT OF DBTIINaBN. 

On the 27th of June, 1743, an unexpected engagement 
took place, at the little village of Dettiiigen, near the 
banks of the Kiyer Main, between the British Army, 
under the command of King Greorge IL in person, and 
that of King Loms XY. of France^ under the joint 
conduct of the Mar^chal de iN'oaiUes and the Due de 
Griammont. The position of the English troops was, for 
the moment, a very perilous one ; but the victory they 
gained was so decisive, that all England concurred in the 
desire to do honour to the heroes of the fight The 
national rejoicings were of the most enthusiastic descrip- 
tion. On the King's return, a solemn Day of Public 
Thanksgiving was appointed ; and Biindel, in his capacity 
of 'Composer of Musick to the Chapel Boyal,' was 
Gommissioned to prepare a Ta Deum and AntJiem for 
the occasion. 

The original Score of the Dettvngen ' Te D&miJ a large 
folio volume, 15i^ inches high, in the Royal Collection, is 
headed 0a9^6/an{jren«7u^y 17 | 1743,butundatedatthe end« 
The Autograph of the DeUingen AntherOy a similar folio, 
in the Library of the British Museum, is inscribed, at the 
beginning, ^ hangefangen den 30 July 1743; and, at the end, 
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8. D. a. I O. F. Handd | London Agost 3 ? 1743 | voUig 
geendiget. 

These dates lead to the inference that the Te Deum must 
have been completed between the 17th and the 30th of 
the month, at the farthest, since it was on the 30th that 
the Anthem was began. Both were evidently written 
under the influence of the same feeling of exultant thank- 
fulness — ^for Handel had now been, for some considerable 
time, an Engliahman, and it was his own country that had 
gained the victory. It is interesting, too, to notice the 
difference in treatment between the opening Chorus of the 
Bettingen Anthem — * 27^6' King shall rejoice * — and that of 
the third Coronation Aidliein, adapted to the same words. 
It would be impossible to say which composition exceeded 
the other, in its perfect adaptation to the spirit of a 
national festival; but the later setting of the words is 
invested, by the more marked use of the Trumpets, with, 
a martial character which fits it admirably for the purpose 
for which it was intended. 

The Dettingen * Te Deum ' is, indisputably, one of the 
very greatest of Handel's later masterpieces. It needs no 
great stretch of the imagination to picture every Drum and 
Trumpet in the realm taking part in the gorgeous /an/br^ 
of its opening Chorus, while the whole Army, with the 
King at its head, joins the assembled Nation in a shout 
of praise for the escape which was so unexpectedly changed 
into a memorable Victory. If it be expedient, under any 
circumstances, to admit the Orchestra into the Church — 
a question which some consider open to discussion — ^it 
must surely be when it is used as Handel has used it here. 
It is always interesting to know the estimation in which 
a great work was held, by honest and intelligent critics — 
the elite of their race — before it fell under the notice of 
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less discerning spirits. In place, theiefoxe, of describing 
the Te Deum in onr own words, we shall substitute those 
of one of the wisest and most trustworthy of Musical 
Historians, written at a time when the work was just a 
year or two * more modem ' than Mendelssohn's Lohgesang 
is at the present moment Dr. Barney states that — 

'Ab it was composed for a military trinmph, the fourteen 
Trumpets, two paira of common Kettle-Drams, two pairs of 
Doable Dranu from the Tower, and a i>air of Doable-base 
Drams, made expresslj for this Commemoration,^ were intro- 
daoed with great proprietj; indeed, these last Drams, ezoept 
the destraction, had all the effeot of the most powerful artillery. 

' There is some reason to saspeot that Handel, in setting his 
grand Te Deum for the Peace of Utrecht, as well as in this, 
oonfined the meaning of the word cry to a sorrowf al sense : as 
both the Movements to the words 'lb ThM aU AiigeU cry dUmd^ 
are not only in a Minor Key, bat slow, and plaintire. It oon- 
trasts weU, however, with the preceding and snbseqaent 
Movements. Indeed, the latter glows with all the fire and 
▼ehemence of Handil's genins for polyphonic combinations and 
contrivances. The grave and solemn praise of the Apostles, 
Prophets, and Mairiyrs, measured by the constant majestic motion 
of the base, is well symbolized. * Thou sittest at the Bight Hcmd 
of Ood* etc., is expressed in a strain that is remarkably 
pleasing, and which, in spite of forty years, still retains all the 
bloom and freshness of novelty : and ' We therefore pray Thee, 
help Thy servants whom Thou hast redeemed with Thy Precious 
Blood,' is admirable, in Fagne, Modolation, and Ooanterpoint 
d Capella ; as is the next Movement, to the three verses : Make 
them to he numbered,* — ' Lord, save Thy people ' — and ' Oovem 
them, and lift them up for ever,' with the additional merit of a 
happy verbal expression. *J)ay by day we magnify Thee' is 
good, and well accented, thoogh some of the Trumpet passages 
are a little vielUs, The art of Fugue, both in that, and the next 
verse : * And we worship Thy NamM ever world without end,' is 

^ That is to say, the great Handel Commemoration, held at 
Westminster Abbey in the months of May and Jane, 1784. 

T 
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treated wifch Hakdbl's aBnal oleyemera and felicity. Ae he 
enxe of a great and yaried band when he composed this Te Deutn, 
he has made as jadidons a nse of the several Instmments of his 
Orohestra as a painter oonld do of the oolonrs on his palette ; 
now exhibiting them in their fall lustre, singly ; then angment. 
ing or diminishing their force, by light and shade, and often by 
combination with others, making them snbserrient to different 
purposes of expression and effect. * Vouchsafe, Lord, to Jceep us 
ihi$ day without sin ' is set to an exquisite strain, in which the 
Modulation is no less surprising, learned, and curious, than 
pathetic, and pleasing. The last Moyement : ' Lord, in T7%m 
have I truttedf' etc., is what the Italians would call (0n Uraio.^ 
Indeed, it is an excellent display of Handbl's resources in dim* 
covering and availing himself of the most latent advantages 
which every simple as well as artificial subject affords him. The 
Symphony of this Ohoms, which is chiefly constructed upon a 
Qrwmd'h<ue, beginning by two Trumpets, that are afterwarde 
joined by the other instmments, is stately and interesting, though 
in the manner of a common Minuet. The long Solo part, after 
the Symphony, for a Contralto Voice, with soft and sparing 
Accompaniments, renders the subsequent sudden burst of all the 
voices and instruments the more striking. And the latter part, in 
Fugue, with an alternate nse of the Qround-haae, seems to work 
up this magnificent production by 

' Untwisting all the chains that tie 
The hidden soul of harmony,' ^ 

This, then, was the opinion entertained, a hundred yeais 
ago, by one of the most learned and dispassionate critics 
whose writings have ever adorned the analytical depart- 
ment of Musical literature. The reviewer of the present 
day thinks it necessary to begin his notice by saying, ' The 
greater part of this Composition is taken from a Te Deum 
by Urio.' Bnmey did not^ and conld not, say this ; because 
neither he, nor Sir John Hawkins, though living in the 

^ %A, Well worked out. 

^ Account of the Musioal Performaiicea in Westm/inBter Abbey* 
by OhorlM Bnxney, Mui. Poo., F.B.S., pp. 28-31. (Iiondon 1785.) 
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century in which TJno flourished, was acquainted even 
with his name. Dr. Crotch seems to have been better 
informed ; for we find the works of Urio mentioned freely 
in his arrangement of Handel's Choruses for the Organ — - 
a collection of adaptations, which, hy providing a claimant 
for every Subject, has greatly facilitated the task of later 
critics: The editors of the ' Biographical Dictionary of 
Musicians' (1827) mention a certain Francesco Antonio 
Urio, who published some Psalms, at Bologna, in 1697. 
F^tia mentions him, and enumerates some of his works ; 
but says nothing about a Te Deum. Bemsdorff, though 
generally remarkable for his minute information con- 
cerning composers otherwise unknown, does not mention 
him. But, some ten or twelve years ago, considerable 
attention was excited by the publication of the disputed 
Te Deunif in full Score. Unfortunately, the volume 
is unaccompanied by Preface, or Introduction, of any 
kind; and gives not one single word of information 
as to whether the work is printed on the authority of 
an autograph, a transcription, or a set of separate parts. 
The fly-leaf is inscribed ' Te Deum \ atictore | Francesco 
Antonio Urio \ (circa 1700) ; and there our information 
ends. But, this is not enough. Fancy the principal 
witness in a disputed will-case, swearing that he saw a 
certain document signed ' somewhere about the year I860.' 
Is there a Judge in England who would not laugh him to 
scorn? Turning from the fly-leaf to the Te Deum itself, 
we are met, at the very outset, by a singular anomaly. 
F6tis tells us that Dom. F. A. Urio was a Priest. Would 
any Italian Ecclesiastic have ventured to tamper with the 
text of the Ambrosian Hymn ? Yet, this setting begins 
with a sentence which does not form any part of it — ^Lau- 
damus tej It may be said that Urio intended the flzst 

T 2 
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vene to be intoned by the OfficiAting PrieBt : but, in that 
case, he wonld have begun the Choroa with ' Te Daniinum 
canJUemur.' The error may easily be accounted for, on 
the supposition that a careless copyist has omitted the two 
first words, together with the notes belonging to them. 
Only, if the authority on which the work is published be 
not an undoubted Autograph, it is absolutely valueless as 
evidence. Passing on from the text to the Music^ we 
find the first movement beginning with a phrase of 
* Welcome, weleomSf mighty king,* and wandering from that 
into a phrase of the Dettingen 'Te Deum,' by aid of an 
attempted Codetta, the clumsiness of which is almost 
incredible. The fifth bar is literally dragged in by the 
hair; and, after the two members, thus inaptly joined 
together, have been twice rehearsed, in the same unnatural 
succession, we hear no more of either of them. The 
second Movement is equally inconsequent It begins 
with the Eitomello belonging to the second movement of 
the Dettingen * Te Deum ' ; but after this has been once 
played through, no farther use is made of it Now, these, 
and similar instances, would have been veiy easily intelli- 
gible, had the fly-leaf of the * Urio Te Deum * borne the 
words, 'circa 1750.' We should then have understood 
that some inexperienced admirer of Handel had con- 
cocted a Te Deum out of fragments of his works, joining 
them together as best he could. If we may venture to 
allow this amotmt of latitude to the somewhat vague 
expression, 'circa,* there remains no more to be said. If 
not, we are surely justified in asking for more detailed 
information. No critic who blindly espouses one side of 
a disputed question is worth listening to, for a moment 
We would gladly give the arguments on both sides, in 
the present case, were we provided with the de quoi — 



I 
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but we are not. It is easy enongli to bring the Autograph 
of the Dettingen *Te Deum' into open Court, We are 
quite ready to enter the witness-box in the character of 
expert^ and to explain the grounds of our belief in its 
authenticity. But^ we have never seen the handwriting 
of Urio. We do not even know where to look for an 
authenticated example of it. We are, thereforoi entirely 
dependent upon the testimony of others for our arguments 
in favour of the genuineness of the 'Urio Te Deum ' : and 
the editor of that work does not say one single word, on 
one side or the other.^ 

1 See a very interesting article on this snbjeot, illnstxafced by 
muBioal examples, in the * Monthly Masical Beoord ' for Nov, 1, 
1371. 



CHAPTER XXXIL 

THB SEOOITD BANKBUPTOT. 

The Dettingen * Te Deum,* and AutJieniy were publicly 
rehearsed, at the Chapel Royal, Whitehall, on the 18Ul 
and 25th of November, 1743 ; and, on the 27th, they 
formed part of the solemn Thanksgiving celebrated, in 
the Chapel Royal at S. James's, in the presence of the 
King and Royal Family. In this case, there seems to 
have been no disposition, on the part of the public, to 
underrate their merit, for a contemporary journal speaks 
of them as ' so truly masterly and sublime, as well as new 
in their kind, that they prove this great genius to be not 
only inexhaustible, but likewise still rising to a higher 
degree of perfection.' 

Handel brought out no more new works, this year; but, 
for the Lent of 1744, he arranged another series of twelve 
subscription performances, at Covent Garden Theatre, the 
chief attraction of which was, a new Oratorio, called 
Joseph and his Brethren, 

The Poem on which this work is founded was written 
by the Rev. James Miller, who dedicated it to the Duke 
of Montague. The Score is dated at the end of the First 
Part, London O. F. Handel \ ? Agod 26, 1743 | vdllig 
geendiget : at the end of the Second, Fine deUajparte 2*»| 
D Beptemlf 12, 1743 | vollig. The conclusion, and last 
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dato, are wanting. The first performance took place on the 
2nd of March, 1744. Four performances of the Oratorio 
were given, during that season, alternately with two of 
Samson, two of Saul, and four of Semele — a mythological 
piece, the description of which we shall defer until we speak 
of Handel's English Dramatic Works. Except at the private 
performances of the Csscilian Society, the Music of Joseph 
has scarcely ever been heard in London, since the Com- 
poser's death, though it contains some of his finest in- 
spirations, both in the form of Airs, and Choruses. Among 
the former, are the two great Arte dl ogilitiL for Pharaoh 
and Asenath, ^ Since the race of time,* and * Prophetic 
raptures,* and the Duets, ' pity,* and * WJiafs sweeter 
than the new-blown rose?* among the latter, * Immortai 
pleasures,* ' Svnft our numbers,* ^ Blest be the man,* and 
the truly majestic Movements, * God, Who, in Thy 
Heavenly Hand,* and ' Eternal Monarcli of the shy* 

Between the 9th of June, and the 2nd of October, 
1744, Handel wrote five letters^ to Mr. Charles Jennens, 
on the subject of an Oratorio which that gentleman was 
writing for him, under the title of ' Belteshazzar,' which 
name was changed, on the day of performance, to 
Belshazzar, the title by which the work has ever since 
been known, l^o name is mentioned in the corre- 
spondence; but the dates of the letters — ^which are 
written in English — cleave no doubt as to the identity 
of the Oratorio to which reference is made. 



* London, June 9, 1744. 
'Dear Sir, 

' Now I shonld be extremely glad to reoeiye the first act, 

or what is ready, of the new oratorio with which yon intend to 

^ In the poflaeadom of Earl Howe. 
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fsTOiir me, that I might employ all my attention and time, in 
order to answer in some measore, the great obligation I lay under. 
This new fayonr will greatly increase my obligations. 

* I remain, with all possible gratitude and respect, 

'Sir, 

' Yonr most obliged and most homble serrant, 

'Gbobob Fbidbbic Handbl/ 

'London, July 19, 1744. 
' Dear Sir, 

* At my arrival in London, which was yesterday, I imme- 
diately pemsed the act of the oratorio with which yon favoured 
me, and the little time only I had it, gives me great pleasure. 
Yonr reasons for the length of the first act are entirely satis- 
factory to me, and it is likewise my opinion to have the following 
acts short. I shall be very glad and mnoh obliged to yon, if you 
win soon favour me with the remaining acts. Be pleased to 
point out these passages in The Meuiah which yon think require 
altering.^ I desire my hnmble respects and thanks to my Loud 
Guernsey ^ for his many civility's to me, and believe me to be» 
' 6% your most obliged and most hnmble servant, 

'Oeorgb Fridxbic Handkl.* 

' London, Agoet 21, 1744. 
'Dear Sir, 

'The second act of the oratorio I have received safei, 
and own myself highly obliged to yon for it. I am greatly 
pleased with it, and shall use my best endeavours to do it justice. 
I can only say that I impatiently wait for the third act, and 
desire you to believe me to be, Sir, your most obliged and moat 
humble servant, 

'Gbobox Fridbuc Hamdbl.* 

' London, September 18, 1744. 
'Dear Sir, 

' Your most excellent oratorio has given me great delight 

in setting it to Musick, and still engages me warmly. It Is 

indeed a noble piece, very grand and uncommon ; it has furnished 

^ See page 286. ^ Afterwards Earl of Aylesford. 
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me with expreraioiui, and has given me opportunity to some yery 
partionlar ideas, besides so many great ohorns's. I entreat yon 
heartily to favour me soon with the last aot, which I expect 
with anxiety, that I may regelate myself the better as to the 
length of it. I profess myself highly obliged to you for so 
generous a present, and desire you to believe me to be, with 
great esteem and respect, Sir, 

* Your most obliged humble servant, 

* GSOBOS FUDBSIC Handbl/ 

' London, Ootober 2, 1744. 
* Dear Sir, 

' I received the 8^ aot with a great deal of pleasure, as 

you can imagine, and you may believe that I think it a very 

fine and sublime oratorio, only it is really too long ; if I should 

extend the musick it would last 4 hours and more. I retrenched 

already a great deal of musiok, that I might preserve the poetry 

as much as I could ; yet still it may be shortened. The anthems 

oome in very proprely ; but would not the words, ' Tell it out 

among the heathens that the Lord is King,* be saffioient for one 

chorus ? The anthem, ' The Lord preserveth all them that love 

Him, but Bcattereth abroad all the ungodly.' (Vers, and chorus), 

' My mouth shall speak the praise of the Lord, and let all flesh 

give thanks unto His holy name, for ever and ever. Amen,' 

concludes well the oratorio. I remain, with all possible gratitude 

and respect. Sir, your most obliged and most humble servant, 

'OSOBOE FbIDKRIC HlNDXL.' 

The passages which Handel considered too long wero 
not set to mnsicy but were printed in the hand-book, with 
the following notice : 

' K.B. The oratorio being thought too long, several things are 
marked with a black line drawn down the margin, as omitted in 
the performance.' 

The Score is dated, at the hottom of the first page, 
angefangm dm 23 Agost 1744 'H-i at the end of the First 
Part, Fine della parte prima \ DSeptemJf 3 1744 | den 



282 ' BBLSHAZZAB.' [chap. xxxn. 

5 SeptemJf vollig: and, at the end of the Seoond Part, 
Fine ddla parte 2*» | O Septemh^ 10 1744. The con- 
olosion of the Oratorio, and last date, are miBsing. 

Lord Middlesex's management having miserably failed, 
the King's Theatre was, by this time, once more un- 
occupied. Handel therefore engaged it, for twenty-four 
subscription performances, during the winter of 1744- 
1745 ; and it was at one of these that Belshazzar was first 
produced, on the 27th of March, 1745. Handel was very 
fond of this Oratorio, which is undoubtedly one of his best. 
The four great Choruses, ' All empires upon God cUpend,' 
'Sing, Ye Heavens,' * By slow degrees, and 'See^ from his 
post Euphrates fiies,* are among the finest of their kind. 
The arrival of the Wise Men is announced in a spirited 
burst of Instrumental Music, marked, * Symphonie AUegro 
Postilions' The orgies of Belshazzar, and the Monarch's 
horror, when he sees the mysterious ' Handwriting on the 
Wall,' are described with intensest dramatic power ; and 
many of the Airs are exquisitely melodious. But in no 
respect is the Oratorio more remarkable than in the 
number and excellence of its Accompanied Becitatives, 
among which that expressing the terror of Belshazzar holds 
a very prominent place. Yet, the work has not often been 
performed in our own time ; though its revival, by the 
Sacred Harmonic Society, on the 19th of March, 1847, 
was a memorable event in the annals of the association. 

In spite of the merits of the new Oratorio, and of 
another dramatic piece, called Hercules, of which we 
shall speak hereafter, the season was so unsuccessful that 
the performances did not pay their own expenses, and 
were of necessity relinquished, after the sixteenth night, 
on the 23rd of April. Though both Buononcini^ and 

^ See Appendix D* 
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Senesmo had long since yanished into infinite space, the 
dregs of their party still hated Handel with a bitterness 
which was in no wise lessened by his final retirement 
from the Stage. To keep their friends away from his 
performances, they gave routs and card-parties on 
Oratorio nights, even during Lent; and that, with such 
success, that his Theatre was frequently all but empty. 
This miserable desertion resulted in a second failure, little 
less disastrous than the first. The profits of the Irish 
expedition were swallowed up in the losses at the King's 
Theatre, and Handel once more became bankrupt. But 
our readers will have understood his character well 
enough, by this time, to feel assured that the last idea 
likely to occur to him, under such circumstances, would 
have been that of giving up the struggla Instead of 
doing this, he hired Covent Garden for the Lent of 1746, 
and gave, during that season, three performances, for 
which the subscribers who had been disappointed of their 
full number of Concerts at the King's Theatre were each 
provided with nine tickets, gratis. The great attraction 
for this season was 'A New Occasional Oratorio,' prepared 
expressly for the occasion, and in all probability deriving 
its name — as Mr. Schoolcher suggests — ^from the circum- 
stances imder which it was presented. The author of the 
Poem is unknown. It is not a masterpiece; though 
much of the Music to which it is wedded is of the 
highest order of merit. The only date on the Score is 
that included in the heading, Ouverture the Occaaumal 
Oratorio Anno 1746 (or 1746 — ^the last figure is very in- 
distinct). This Overture is one of the grandest and most 
spirited that Handel ever wrote ; and its popularity has 
never diminished. Besides this, the Oratorio contains 
the celebrated Air, ' liberty,' afterwards transferred 
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to Judaa Maceabcetis', the Chorus, Miliums unborn; a 
splendid Halleluja^i; and many other pieces of great 
beauty ; in addition to some of the most popular Choruses 
in Israel in Egypt and the Coronation Anthem, intro- 
duced into the Third Part 

The Occasional Oratorio was performed, on the 14tli^ 
19th, and 26th of February, 1746, chiefly for the re- 
imbursement of the disappointed subscribers of the 
previous year, and eyidently with no great profit to the 
management, since, with the third performance, the season 
came to an end. Still, Handel was so little discouraged, 
that he again engaged Covent Garden Theatre for twelve 
nights, during the Lent of 1747 : and this time, he was 
more fortunate. 



CHAPTER XXXHL 

BBIGHTBR PBOSPB0T8. 

For his next Oratorio, Handel secured the co-operation of 
the learned Greek Scholar and Antiquarian, the Bey. 
Thomas Morell, D.D., who famished him with one of the 
best Sacred Dramas he had yet tre&ted^Judaa Maccdboeus, 

If none of the later Oratorios attained the full sublimity 
of the Messiah, the fault must be attributed rather to the 
inferior grandeur of their subjects, than to inferiority of 
treatment on the part of the Master. The history of the 
Jewish leader was an exciting one : but it could not be 
compared, for intensity of interest, with the Story of the 
iNTatiyity, the Passion, the Resurrection, and the Ascension. 
Still, it attracted a class of admirers, whose support was as 
opportune as it was unexpected. 

The position of the Chosen People, in England, during 
the eighteenth century, was very different from that which 
they occupied on the Continent. In Germany, especially, 
they were subjected both to hardships and indignities, 
which, to us, seem almost incredible. In Prussia, they 
were compelled, during the reign of Friedrich Wilhehn I., 
to buy the wild boars killed at the Royal hunting parties. 
Even as late as 1763, the great Moses Mendelssohn, a 
scholar of whom all Europe ought to have been proud, 
was forced, before he could obtain permission to marry, 
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to buy a quantity of china, at the Eoyal Factory in 
Berlin, selected by the manager of the works, who, 
having on hand twenty life-sized china apes which were 
thought quite unsaleable, forced them upon the author of 
the ' Litteraturhriefef* well knowing that, unless he con- 
sented to pay for them, he would never obtain his marriage 
licence. That the apes — still preserved in the family — 
are now worth their weight in silver, was a contingency 
which the manager could not possibly have foreseen, and 
the foreknowledge of which would in no wise have 
mitigated the insult.^ 

Though our own behaviour was not faultless, we did 
not subject our Israelitish brethren to indignities like 
these. They were free to live their own lives, under the 
protection of our laws ; and to occupy, or amuse them- 
selves, in their own way. Yauxhall, Marybone, Eenelagh,^ 
and the Theatres, were open to them, as often as they 
chose to pay for their tickets of admission ; and the new 
Oratorio offered an attraction which they could not resist. 
Handel had painted the Hero of their later history in 
colours as brilliant as his deeds of might; and they 
thronged the Theatre, night after night, to their own 
entertainment, and the Composer^s substantial profit We 
can well understand the delight with which they must 
have listened to the magnificent Chorus, ' We worship 
God, and God alone* — ^not only a masterpiece of contra- 
puntal skill, and melodious invention, but one of the 
grandest Confessions of Faith that ever was expressed in 
Music Anything more striking than the contrast drawn 
between idolatrous reverence Ho the rude stock, and 

^ Ths Mendelssohn Family, vol, i 

3 We oop7 the orthography adopted by contemporary jonmaki 
to ezpresB the fashionable pronandation of the period. 
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sculptnxed stoney' and the true worship of the One True 
God, it would be impossible to imagine ; and, in enforcing 
the point, in his own resistless language, Handel preached 
a sermon to which neither Jew nor Christian could 
listen unmoved. 

The Score of Judas Maccdboeus is very clearly dated. The 
first page is headed Ot^t^er^f^r^ Oratorio Jvdas Maccahcous 

I angenfangen \ den 9 July ^ 1746 | oder den 8 •) | 
dieses. Later on, we find, Fine ddl Alto jprimo G. F. JST. 

I Jultj 21 D 1746 I 22 ^ vdUig;—Fine dell Atto 2^ | 
G. F. m 1? Agost 2, 1746 | v'dllig ; and Fine ddl 
Oratorio \ G.F.H, \ Agost II •) 17 4tQ,vdlliggeendiget, It 
was produced, at Covent Garden, on the First of April, 
1747, and performed six times during the season, alter- 
nately with three performances of the Occasional Oratorio, 
and three of Joseph, 

For the ensuing year, Handel prepared two Oratorios, 
both written for him by Dr. Morell, though not quite 
80 happily as before. The first of these was Alexander 
Bolus, the Score of which is dated, at the beginning 
of the first Chorus, angefangen den 1 June 1747. There 
is no date at the end of the First Part; but the 
Second is dated, Fine delta parte 2^ | vollig geendigt \ 
5 Juin 24 1747 ; and the Third, G. F. Handel London 
y^ 30 Juin S 1747 | voU 4 July ^ 1747. 

There is little doubt that the subject of the new 
Oratorio was chosen as a compliment to the Jewish 
amateurs who had so well appreciated the attractions of 
Judas Maccaboeus', but, the figure of the Hero is less 
striking, and the events of the Drama far less exciting, 
than in the former case. Still, there were opportunities 
for the introduction of much fine Music; and Handel 
has not neglected them. The Choruses^ *0 Calumny!^ 
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* Sun, Moon, and Stars^ and many others, bear the stamp 
of genius in every bar. 

The second work prepared for this season was Joshua^ 
the First Part of which is dated, 30 July, 1747; the 
Second, Fine dell^ parte 2** Agogt 8 ^ 1747 ; and the 
Third, S. D. O. \ G. F. Handel London Agost 18 ^ 1747 1 
Agost 195 1747 | vollig geendiget 

Dr. Morell shows to rather more advantage in JosJitia, 
than in Alexander Bolus ; and Handel, we may be sure, 
has risen to the occasion. Haydn, who well knew the 
value of his works, thought very highly of this. After 
hearing the Chorus, * Tlie naiions tremble ' — ^the Middle 
Movement of ' Glory'to God ' — at the * Concert of Antient 
Musick,' he told Shield that ' He had long been acquainted 
with Music, but never knew half its powers before he 
heard it, as he was perfectly certain that only one 
inspired author ever did, or ever would, pen so sublime a 
Composition.' ^ 

Another very celebrated Movement — ^8ee tJie conqiun-ing 
liero comes ' — ^was transferred, after the first season, from 
Joshtia to Judas Maccdbmts, in which it has ever since 
been performed as if by prescriptive right. 

Miss Hawkins^ tells an interesting story concerning 
Handel's own opinion of this most picturesque of Choruses. 
Soon after it was completed, he played it to a friend, 
who, in answer to the direct question, ' How do you like 
it t ' answered, ' Not so well as some things I have heard 
of yours.' * Nor I, either,' said Handel ; * but you will 
live to see it a greater favourite with the people than my 
other finer things.' Of course, it would be absurd to 
compare so simple a Melody with Choruses like ^TJte 

1 See the Appendix to Shield's Introduction to Harmony. 
^ Anecdotes ofliusic. 
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Lord shall reigriy or ' Immortal Lord of earth and skies.* 
But, in its place, it is perfect It is as true to Nature 
as the most priceless picture that was ever painted, either 
in the Italian Schools, or those of the Low Countries. 
If it needed no great amount of learning to produce it, it 
exhibits an infinity of knowledge — knowledge of men, 
and things, and circumstances, and feelings, which it 
paints so clearly that a child may read its story : and this, 
we contend, would prove it to be a great work, were it a 
million times more simple than it really ia 

Alexander Bolus was produced, at Goyent Grarden, on 
the 9th of March, 1748 ; and Joshiui, on the 23rd. The 
first-named Oratorio was performed three times, during the 
course of the season ; the second, four times ; and Judas 
MacedbcBus six times. We doubt whether Alexander Bolus 
has ever been performed, since the Composer's deaths 
except by the Csecilian Society ; but Joshua was revived, 
with success, by the Sacred Harmonic Society, on the 19th 
of June, 1839. 

No sooner was the season of 1748 at an end, than 
Handel began his preparations for 1749, for which he 
wrote two more Oratorios, on a very extensive scale. 

The first of these was Solomon^ the Score of which-^- 
a huge 'Imperial folio,' eighteen inches high — is headed, 
angefangen den 5 May % 1748 ; and afterwards inscribed, 
60 minutes \ Fine delta Parte prima | May 23 •) 1748 1 
vollig 26 May % 1 748. The last inscription is, 40 minutes \ 
G, F. Handel Juin 13 •) 1748 letatis 63 voUig geendiget. 
A portion of this has been cut away by the bookbinder ; 
but there is no doubt about the figures, which are valuable 
as confirming the date of Handel's birth.^ 

The second Oratorio was Susanna, written on the 

^ See Appendix A* 

u 
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ordinaij oblong paper, and inscribed, at the beginning, 
Ouverture Susanna Oratorio angefangen 11 July •) 17 
(the rest is cut away). The three diyisions of the work 
are afterwards dated, Fine ddla parte prima geendu/et 
July 21 "U 17 iS— Fine della parte 2*» | vdUigAgost 21— 
and Fine ddl Atto 3«» | 8. D. G, \ G. F. Handel Agost 9 
(J 1748 adatia 63 vollig geendiget \ Agost 24 5 1748. 

Solomon was produced on the 17th of March, 1749, 
and Susanna during the same season; the former being 
performed three times, and the latter four, alternately 
with four performances of Samson, four of the ' Scared 
Oratorio,* and two of Hercules. Susanna contains some 
magnificent Music. The Gavatina, ^Ask if yon damask rose 
l)e su>eet* is delicious. The Trio, ^Atoay, atoay/ is written 
with intense dramatic power ; and the grand Air, *If gutU- 
Jess blood he your intent* paints the insulted matron's 
character with true Shakesperean power ; bringing into 
alternate prominence her outraged dignity, her conscious 
innocence, and her calm faith in the God of her 
fathers. The Choruses, too, are very fine. It is not too 
much to say that 'Tremble guilt* is as fine as * Envyj 
oldest horn of Hell* But, as a whole, the Oratorio cannot 
be compared with Solomon, This is one of Handel's 
very finest works. The dramatic truth of the Scene 
which represents the world-famed 'Judgment' is irre- 
proachable. The grandeur of the Double Choruses in the 
First Part is unsurpassed, even in Israd in Egypt. In 
' From the censer ctirling rise * we have another of those 
shouts of festive joy which have already delighted us in 
the Coronation AntJieins, and the Dettingen * Te Deum* 
And the voluptuous sweetness of ' May no rash intruder * 
— the so-called 'Nightingale CJionis* — exceeds even that of 
* CJiear her, DaaV When Solomon was revived, in 1845, 
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by the Sacred Harmonic Society, its auditors were quite 
unprepared for the beauty of these splendid Choruses, 
some of which have, more recently, been repeated with 
triumphant success at the Handel Festivals at the Crystal 
Palace. 



u 2 



CHAPTEE XXXIV. 

NATIONAL REJOIOINOfi. 

Though the Victory of Dettingen was brilliant enougli to 
excite the admiration of every military officer in Europe, 
it had so little effect upon the causes of general dissension, 
that it was not until five years later that friendly relations 
were finally established between the contending Powers. 
The war had been a tedious, an expensive, and in many 
respects a very vexatious one. The cessation of hostilities 
was therefore regarded, in England, as a great boon to 
the Nation, notwithstanding the humiliating conditions 
with which it was accompanied ; and when, on the 7th of 
October, 1748, the Peace of Aix la Chapelle was formally 
ratified, its inglorious terms and unstable promises for the 
future passed unnoticed by the great mass of the people^ 
and the public rejoicings were both general and enthusi- 
astic. In these rejoicings Handel was once more summoned 
to take part : not, this time, in the capacity of Composer 
to the Chapel Boyal, but in that of Composer to tke 
Court. And he proved himself as capable of providing 
appropriate music for an Entertainment al frescOy as for 
a Beligious Service. 

The public festivities were postponed until Thursday, 
the 27th of April, 1749 ; and the chief attraction of the 
fite was a grand display of Fireworks, preceded by an 
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Overture^ and illustrated hj appropriate Music played by 
a large open-air Orchestra. Handel's Score of this Music 
is headed, * Concerto * ; but bears neither date nor signature. 
We know, however, that it was ready in very good time ; 
for, the 'General Adyertiser' for Saturday, April 22, 
reports that — 

'Yesterday, there was the brightest and most namerons 
assembly ever known, at the Bpring GJardens, Yaaxhall, on 
oooasion of the rehearsal of Mr. Handel's Music for the Boyal 
Fireworks.' 

And the ' Gentleman's Magazine ' for the same month 
tells us, that — 

' Friday, 21, was performed, at Tanxhall Gardens, the rehearsal 
of the Mnsio for the Fireworks, by a band of 100 Masioians, to 
an audience of 12,000 persons (Tickets 98. 6d). So great a 
resort occasioned such a stoppage, on London Bridge, that no 
carriage could pass for three hours. The footmen were bo 
numerous as to obstruct the passage, so that a scuffle ensued, in 
which some gentlemen were wounded.' 

But, it was not at Yauxhall that the actual performance 
took place. Preparations had been made for this, in 
front of the Palace, where a long ornamental building 
was erected for the occasion. The same number of the 
' Gentleman's Magazine ' informs us that — 

( The machine was situated in the Green Park, 600 feet from 
His Majesty's Library, and represented a magnificent Doric 
Temple, from which extended two wings, terminated by paTilions, 
114 feet in height, to the top of His Majesty's arms ; 410 feet 
long. Invented and designed by the Cheralier Serrandoni. 
Disposition of the Fireworks. After a grand Overture of wind 
Instruments, composed by Mr. Handel, a signal was given for 
the commencement of the Fireworks, which opened by a Boyal 
Salute of 101 brass ordnance, viz., 71 aiz-poundera, 20 twelve- 
ponnders, and 10 twenty-fonr-ponnders,' etc., etc. 
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Unluippily, the performance was intemipted by a 
serious accident The Temple caught fire; and the 
Boyal library was with difficulty saved from the flames. 
But, Handel's Music proved a great success; and was 
afterwards many times performed in public. The moat 
important section of it is the Overture ; it consists of a 
spirited introductory Movement; an Allegro, in Triple 
Time, developed at considerable length; an Intermezzo; 
and a Bourr6e. This section of the work is followed by 
a Largo alia Siciliana, an Allegro, and two Minuets. 
The Largo is labelled, in the original MS., ' La Faix ' ; 
and the Allegro, ^ La Refouisaance' ; we are, therefore, 
left in no doubt as to the connection of the Movements 
with the changing scenery of the pyrotechnic display. 
The Score, like that of the Water-Music, is admirably 
arranged for open-air purposes; and in addition to the 
usual Stringed Band, strengthened by Hautboys and 
Basses, includes independent parts for three Horns, three 
Trumpets, and Drums, all of which were tripled on the 
occasion of the festivity. The original Score also included 
a Serpent, which was afterwards expunged. This is the 
first, and only time that the name ^of this Instrument 
appears in Handel's Scores. Though it is said to have 
been invented, in France, as early as the year 1590, it is 
clear that he did not become acquainted with it until 
long after his settlement in England. A story was once 
current, to the effect, that, when he first heard it, he 
asked, 'What the Devil be thatr 'It is a new Instru- 
ment, called, the Serpent,' said his interlocutor. 'Oh I 
the Serpent,' he replied ; ' aye, but it not be the Serpent 
what seduced Eve.' Probably, he heard a badly-made 
Instrument, badly played; for^ though much used ia 
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Fiance, the Serpent was quite unknown, at that period, 
in England, and scarcely less so in Germany.^ 

On the Thursday following the festivities, Handel laid 
before the Governors of the Foundling Hospital a pro- 
posal for giving a second performance of the Music for 
the benefit of the Charity, in the prosperity of which 
he was warmly interested, and for the interests of which 
he was never weary of labouring. 

The Foundling Hospital was then a new foundation. 
Captain Thomas Coram, the benevolent seaman to whom 
it owed its origin and endowment, opened his first building 
for the reception of the poor little outcasts in whose fate 
he took so kindly an interest, on the 25th of March, 
1741 — the year, it will be remembered, in which the 
* Messiah^ was composed. This building, situated in 
Hatton Garden, was capable of accommodating a con- 
siderable number of children, who were maintained, at 
the Founder's expense, on the proceeds of the fortune he 
had earned as master of a trading vessel ; and, from the 
first, the Charity was entirely free. * Any person bringing 
a child,' says Timbs,^ *rang the beU at the inner door, 
and waited to hear if the infant was returned, from 
disease, or at once received, no questions whatever being 
asked, as to whom the child belonged, or whence it was 
brought ; and when the full number of children had been 
taken in, a notice of ' The House is full,' was afi&xed over 

^ It is not mnoh better known, in either country, at the present 
moment ; chiefly on account of the difficalty of playing it in tnne : 
yet that difficulty can be overcome by a good performer ; and, 
in the hands of each a virtfuo90, the soft richness of its tone 
renders it infinitely more valaable, in the Orchestra, than the 
coarser Brass Instramenta which are now sabstitated for it. 

2 Curio9ibie9 of London, p. 311. 
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the door. Often, there were 100 childrea offered, whea 
only twenty coold be admitted; riots ensaed, and thenoe- 
forth the women balloted for admission by drawing balls 
out of a bag.' After a time, the Institution outgrew its 
iempoiary home ; and donations were accepted, to meet 
the enormous increase of its expense. The present 
commodious buildings, erected on a spot then known as 
Lamb's Conduit Fields, but now chiefly occupied by 
Guilford Street, Lamb's Conduit Street, and Lamb's 
Conduit Place, were completed in 1750, and opened in 
that year, on the 19th of January; and taking into 
consideration the scale on which they were designed, 
and the number of children they were destined to receiye, 
we can well understand that Handel's generous help was 
not unwelcome, as an adjunct to Captain Coram's large- 
hearted liberality. 

Concerning the performance for the benefit of the Charity 
in 1749, Brownlow gives us the following information :^ 

' On the 4th of Kay, 1748, Handel attended the Conunittee a4 
the Hospital, and offered a performanoe of Vocal and Instm- 
mental Magic ; the money arising therefrom to be applied towards 
the finiahing of the Chapel. For this act of beneyolence he was 
immediately enrolled as one of the Goiremors and Goardians of 
the Hoapital.' 

The performance took place on the 27th of May ; and 
was arranged on a laige scale, for the period, the Band 
and Chorus consisting of more than a hundred performers. 
The ' Gentleman's Magazine ' gives the following account 
of the circumstances : 

* Saturday 27th.— The Prince and PriDoess of Wales, with a 
great number of persons of quality and distinction, were at the 



^ Memorcmda; or Chroniclea of the FoundUng HoBpitalf by 
John Brownlow, 1847. 
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Cliapel of the Foundling Hospital, to hear Beveral pieces of 
Vocal and Instmmental Mnsick, composed by Geoige Frederick 
Handel, Esq., for the benefit of the foundation. 

l**- The Mnsick for the late Fireworks, and the Anthem for 

the Peace. 
2^ Select pieces from the Oratorio of Solomon, relating to 

the dedication of the Temple. 
8^ Several pieces, composed for the occasion, the words 
taken from Scripture, and applicable to the Charity, 
and its benefactors. 
'There was no collection, but the tickets were at half-a-g^inea, 
and the audience above a thousand, besides a gift of £2000 from 
His Majesty, and £50 from an unknown.' 

The third division of the performance was the piece 
now known as 'The Foundling Hospital Anthem* — 
'Blessed are they that consider the jpoor,^ A copy of 
this, in Smith's handwriting, but with seventeen pages 
in the Composer*s autography was given, by Handel, to 
the Institution. The second volume of 'Songs and 
Sketches/ in the Eoyal Collection, contains the original 
autographs of the following Movements — 

Chorus, ' The people wUl tell of their wisdom.^ 
Chorus, * Their reward also is with the Lord' 
Air (Alto ; * for Sig"^ Guadagni '), * Oh God^ wlw from 

the sucMin^s mouth* 
Fragment (for Bass Voice), ^ None, none to save him.* 
Chorus, * Oh God, who from the sucklinrfs moidh* 
(Introducing the Choral, ^Atis tiefer Noth schrei 
ich zu dir,' in the form of a Canto fermo.) 
Choruses, 'Comfort them, Lord;* 'Keep them 

alive;* 'Soon every sorrmo sliall he redressed* 
Directions; including, 'Segue Cliorus ex Messiah, 

Act 2, * Hallelujah, for the Lord God Omnipotent 

reigneth.* 
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But, Handel did not withdraw his hand, after this 
performance. In May, 1750, the following advertise- 
ment appeared in the * General Advertiser ' : 

' Hospital for the Maintenance and Education of Deeerted Young 
Children, in LamVs Conduit Fields, April 18, 1750. 

'George Frederick Handel, Esq., having presented this 
Hospital with a very fine Organ for the Chapel thereof, and 
repeated hia offer of assistance to promote this Charity, on 
Tuesday, the first day of Jiiay, 1760, at twelve o'clock at noon, 
Mr. Handel will open the said Organ, and the Sacred Oratorio 
called Messiah will be performed under his direction. Tickets 
for this performance are ready to be delivered by the Steward 
at the Hospital; at Batson's Coffee House, in Gombill,^ and 
White's Chocolate Honse,'"' in 8. James's Street, at half a guinea 
each. N.B. There will be no collection. By order of tbo 
General Committee. 

' HiaiUN YiBiLn, Secretary.' 

Before the erection of the present galleries, it wa& 
calculated that the Chapel would hold about a thousand 
people, the ladies laying aside their hoops, and the 
gentlemen their swords. Yet, so great was the crush, 
on this occasion, that, on the 4th of May, the ' General 
Advertiser ' contained the following supplementary notice : 

^A computation was made of what number of persons the 
Chapel of this Hospital would conveniently hold, and no greater 

^ The first Coffee House on record was opened, in S. Michael's 
Alley, Cornhill, over against the Church, 'by one Bowman 
(coachman to Mr. Hodges, a Turkey Merchant, who putt him 
upon it), in or about the year 1662.' (Aubrey, MSS. BodL Lib.). 
Batson's Coffee House stood very near the same spot. 

^ White's Chocolate House— now White's Club— was established 
in S. James's Street, in the year 1698. Fifty years later it de> 
veloped into a private club, celebrated for high play, and extra, 
vagant betting. (Timbs, Curiosities of London.) 
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nnmber of tiokefcs were delivered to hear the performanoe there 
on the first Instant. Bat, so many persons of distinction arriving 
nnprovided with tickets, and pressing to pay for tickets, caused 
a greater nnmber to be admitted than was expected ; and some 
that had tickets, not finding room, went away. To prevent any 
disappointment to such persons, and for the farther promotion 
of this Charity, this is to give notice that George Frederick 
Handel, Esq. , has generously offered that the Sacred Oratorio 
called Messiah shall be performed again under his direction, in 
the Chapel of this Hospital, on Tuesday, the 16th instant, at 
twelve of the clock at noon ; and the tickets delivered ont, and 
not brought on the first instant, will then be received. The 
tickets will be delivered from Monday the 7th to the 14th, and 
not after.' 

The Organ built by Parkes for presentation, at Handel's 
expense, to the Chapel of the Foundling Hospital, was 
remarkable, both for the quality of its tone, and the. 
completeness of its mechanism, which included provision 
for four enharmonic intervals, furnishing distinct sounds 
for G Sharp, A Flat, A Sharp, B Flat, C Sharp, D Flat, 
D Sharp, and £ Flat. It had three Manuals, two of 
which extended from GG to £ in Alt, and the third, 
from Violin G to £ ; the keys for the natural notes being 
of ebony, and those for the sharp notes, of ivory: and 
it contained, in all, 1623 Pipes, distributed between 
twenty-one Stops, disposed in the following order : 

OBSAT ORGAN. 



1. Double Stopped-Diapason. 

2. Open Diapason. 

3. Open Diapason (Dap.). 

4. Stopped Diapason. 

5. PiincipaL 

6. Principal (Duplicate). 



7. Flute. 

8. Twelfth. 

9. Fifteenth. 

10. Block Flute. 

11. Sesquialtexa. 3 ranks. 

12. Trumpet. 
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CHOIR ORGAN. 



13. Dulciana. 

14. Stopped Diapason. 

15. Principal. 

8WBLL ORGAN. 



16. Fifteenth. 

17. Vox bumana. 



18. Open Diapason. 

19. Stopped Diapason. 



20. Trumpet. 

21. Cremona. 



This interesting and beautiful instrument has been 
several times enlarged, and even rebuilt; but it still 
retains its sweet old mellow tone, with the additional 
advantage of the delicate mechanism of the present day. 
It plays, too, a very important part in the Sunday 
Services of the Chapel, which are performed in a quiet 
old-fashioned way, with an Anthem, Morning and 
Evening, selected from a book comprising many of 
Handel's masterpieces, intermixed with other works of 
the good old English School, and sung by a small but 
highly efficient body of voices engaged for the purpose. 
Living, in our childhood, not far from the Hospital, we 
were sometimes taken, as a great treat, to the Sunday 
Services ; and well remember, one Easter Day, being greatly 
affected by an unusually beautiful Anthem, then wholly 
unknown to us, which, on enquiry, turned out to be */ 
know that my Redeenier Uveth,' sung by Miss Eainforth. 

After presenting the Chapel with this beautiful Organ, 
Handel continued to give one or more performances of 
the ^Mem.ah^ annually, for the benefit of the Hospital, 
until the year of his death. On the 18th of April, 1751, 
tickets were sold, to the amount of £600; and the 
success of the performance was so great, that^ 'at the 
request of several persons of distinction,' Handel con- 
sented to repeat it, on the 16th of May, on which 
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occasion ' there were above five hundred coaches, besides 
chairs, and the tickets amounted to above seven hundred 
guineas.' On Thursday, the 9th of April, 1752, the 
number of tickets taken, at half-a-guinea each, was 
1200. On the Ist of May, 1763, *there were above 
800 coaches and chairs, and the tickets amounted to 
925 guineas.' Between this year and 1758, Handel 
conducted five more performances of his great Oratorio in 
the same Chapel — making, in all, eleven presentations of 
the ^Messiahy wliich, without reckoning the previous 
presentation of the Foundliog Hospital Anthem, added 
£6935 to the funds of the Charity. In the year 1759, 
another performance — the twelfth — was advertised for 
the 3rd of May. Before that day arrived, Handel was 
no more; but, the performance took place, under the 
direction of John Christopher Smith, whose signature 
is attached to a list of the performers, still preserved 
among the archives of the Charity. From this list, 
we learn that there were present, twelve Yiolins, three 
' Tenners,' two Violoncelli, two. Contra-Bassi, four Haut- 
bois, four Bassoons, two Trumpets, two Horns, and 
a pair of Drums; with Sig** Frasi, Sig'^ Bicciarelli, 
Mrs. Scott, Mr. Beard, Mr. Champness, and six Boys, as 
principal Singers ; twelve supplementary Chorus Singers, 
among whom we find the names of Beinhold and Walz ; 
and two Oiganists — J. C. Smith and Howard. The 
expenses of the Singers amounted to £28 Vis. 6d, ; those 
of the Orchestra, to £17 lbs, Mr. Smith's honorarium was 
£5 58. ; which, with a farther sum of £5 55. expended in 
fees and servants, brought the outlay to £56 12«. 

In the following year, 1760, Mr. J. C. Smith under- 
took the duty of managing the entire performance, and 
continued to preside at it, annually, until 1768, during 
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whicli time he gained for the Hospital, £1332. Between 
1769 and 1777, John Stanley, the hlind Organist, con- 
tinued the same pious work, realising ' £2032 ; which 
several sums, added to the £6935 produced during the 
Composer's lifetime, hrought the amount accruing t^ the 
Institution from petf ormances of the ' MeasiaJi ' alone, to 
£10,299.1 

Handel also caused a fair copy of the Messiah to be 
transcribed by Smith for the exclusive use of the 
Foundling Hospital; and this, with a complete set of 
parts, was duly delivered to the Governors, in 1759, 
and is still preserved among the archives of the Insti- 
tution. He had previously accorded a similar favour to 
the governing body of the ' Charitable Musical Society/ 
in Dublin ; but, with a less satisfactory result. So long 
as this Society existed, the Score was nobly used; and 
the ^Messiah' was several times performed 'for the 
benefit and enlargement of prisoners confined for debt.' 
But, as time progressed, the enthusiasm of the Irish 
public cooled. On the dissolution of the Society, the 
iScore was delivered into the possession of the Governors 
of Mercer's Hospital — which, undoubtedly, had the best 
light to it But, on making inquiry for this precious 
MS., not very many years ago, Mr. Townsend discovered 
that one of the physicians of the Hospital, who was 
devoted to Music, had taken it home with h\rn ; and 
had, very soon afterwards, died suddenly. In the con- 
fusion consequent upon this event, the document was 
lost ; and, though strenuous efforts have since been made 
to recover it, they have hitherto proved fruitless.^ 

^ Bniney, Comm, of Handel, * Sketch* p. 28. 
^ These oircnmstanceB were oommnnicated to Mr. SchoBlober by 
Hr. TowBsend himself. (See SchcBlcher's Life of Hajidelf p. 271.) 
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After all that we have recorded concenung Handers 
good will towards the FoTmdling Hospital, it might have 
been supposed that his relations with the Governors of 
the Charity were of too friendly a nature to be disturbed 
by any possible misunderstanding; yet they were once 
in danger of being interrupted by a serious difference of 
opinion. In order to understand the full significance 
of this, we must remember, that, during Handel's lifetime, 
the complete Score of the ^Messiah* remained un- 
published. The gift of a copy of this Score, therefore, 
involved privileges of performance, which, notwith- 
standing the vexatious state of the Law, were in those 
days practically strong enough to set at defiance the 
dishonesty of a pirate like the elder Ame, who had 
brought out ^Acis and Galatea* without any authority 
whatever. In promising the Charity a complete copy of the 
Oratorio, and assuring the Governors of his willingness 
to conduct its performance, annually, as long as he lived, 
Handel had, at any rate, done as much for the interests of 
the ' Exposed and Deserted Young Children, in Lamb's 
Conduit Fields,' as it was possible for him to do with 
regard to his own. But, the Trustees hoped for more 
than this. In order to obtain for their rights a legal 
recognition, they proposed to submit the matter to 
Parliament; and, with this end in view, drew up a 
petition which concluded in the following terms : 

' That, in order to raise a farther sum for the said Charity, 
George Frederick Handel, Esq., hath been charitably pleased to 
give to this Corporation a Composition of Masick, called * The 
Oratorio of The Messiah/ composed by him; the said George 
Frederick Handel resenring to himself only the liberty of per- 
forming the same for his own benefit daring his life. And 
whereas, the said benefaction cannot be secured to the sole use 
of your petitioners except by the authority of Parliament, your 



304 APPEAL TO PABLIAMENT. [chap.xxxiy. 

petitionen therefore humbly praj that leave may be girea to 
bring in a bill for the purpoaes ezpresBed/ etc., etc 

When the petition was shown to Handel, he was 
furious. He had pledged his word, in all good faith. 
But though, if the elder Ame could have obtained an 
authentic copy of the Score, the law would not have 
prevented him from using it to his own advantage, the 
idea of obtaining guarantees against such an act of piracy 
was abhorrent to a man who had always been guided by 
the very soul of honour. Handel's phrases were not 
delicately measured, when he was in a rage. 'The 
Devil 1 ' he cried, ' for what shall the Foundlings put 
mine Oratorio in the Parliament ! The Devil ! mine 
Musick shall not go to the Parliament!' And it did not ; 
though, angry as he was, he was too good a Christian to 
suffer the outrage to his personal feelings to affect the 
continuance of his large-hearted charity. 

We may remark, in passing, that Handel was not the 
only great genius of the age who consecrated his Art 
to the services of this excellent Charity. Hogarth painted 
an admirable portrait of Captain Coram ; and also gave 
the Institution some other pictures, of great value, which 
are now regarded as precious heirlooms, and shown, as 
such, to privileged visitors, after the Sunday Morning 
Service in the Chapel. 



CHAPTER XXXV. 

THB LAST ORATORIO. 

Though The Mustek for the Royal Fireworks was per- 
f onned with such brilliant success, at Yauzhall Gardens, 
in the Green Park, and at the Chapel of the Foundling 
Hospital, the composer was not equally fortunate with his 
more serious works, at Covent Gkirden. 

We have seen that the first performance of the Found- 
ling Hospital Anthem took place on the 27 th of May, 
1749. A month later, Handel began the composition of 
Theodora^ the score of which bears the following dates. 
On the first page — angefangen den 28 June % Hi (the 9 
cut away). At the end of the First Fatt—^eendiget 
July 5 ^ 1749. At the end of the Second Part — 
geendiget 11 July ^ 1749. And, at the end of the 
Oratorio— iSf.£>. ft | G. F. Handel \ London den llJuUi £) 
1749 1 den 31 July •) vollig geendiget. 

This beautiful Oratorio has been less artistically criti- 
cised, and less fairly appreciated, than almost any of its 
author's later works. Beyond some three or four deathless 
movements, such as ' Lord to Thee each night and day, 
^Angels ever bright and fair,* ' He saw the lovely youth,' 
and ^ Venus laughing from the skies,* which have not been 
forgotten, simply because it was impossible to forget them, 
no one knows anything about it, or has known anything 

X 



a06 * THEODOBiu' [chap. xxxr. 

a1x)at it^ for the last bundled years. The perfect delinea- 
tion of the heroine's character has been overlooked 
entirely. We all know her first great Air ; but who has 
heard the wonderful Scena she sings in her place of 
captivity, or her two Duets with Didymusi Who has 
studied the contrast between the orgies in the Temple of 
Venus, and the devotional Hymns of the Christians 1 or 
the change wrought in the character of Septimius, who 
first appears as a good-humoured young officer, ready to 
carry out the Emperor's wishes, without wasting a thought 
upon their ii^ustice, and afterwards shows himself a loyal 
gentleman prepared to brave the wrath of Yalens himsolfy 
for virtue's sake, and to vouch for the soldiers under his 
command that they shall do the samel This artistic 
development of the good innate in the character of a true- 
hearted man is one of the finest things in the Oratorio. 
It is the same Septimius throughout ; only circumstances 
show him to us in two different lights. And the music 
assigned to him is made to express this so clearly,* that it 
is impossible to misunderstand his character. 

Theodora was first produced, at Covent Garden, * with 
a new Concerto on the Organ,' on the 16th of March, 
1750 ; and was performed four times during the course of 
the season, to very poor houses. Bumey, who appears 
to have mistaken the date of its composition for that of 
its performance, tells us that 'in 1749, Theodora was so 
very unfortxmately abandoned, that he was glad if any 
professor, who did not perform, would accept of tickets, 
or orders for admission. Two gentlemen of that descrip- 
tion, now living, having applied to Handel, after the 
disgrace of Theodora^ ioi an order to hear the Messiah^ he 
cried out, ' Oh, your servant^ mine Herren 1 you are 
damnable dainty 1 you would not go to Theodora — thero 
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was loom enough to dance there, when that was perfonn.' 
This must have annoyed him bitterly ; for he prized 
the Oratorio very highly, and thought * He saw the lovely 
yoiUh* finer than even the ' HcUlelujak Cliorus.* Yet 
he bore it like a tme philosopher. On the night of the 
second performance, he said to one of his guests, ' Will 
you be here next Friday night 1 I will play it to you.' 
And, on another occasion, Burney heard him say, in 
answer to a remark that the house was very empty, 
* Never mind; the music will sound the better. '^ The 
King, however, was regular in his attendance; scarcely 
e^er missing an Oratorio night, whether the public 
frequented the theatre, or not Horace Walpole is said 
to have met Lord Chesterfield, leaving the house at 
a very early hour. * What, my Lord ! * said he, ' are 
you dismissed f Is there no Oratorio this evening f 
' Yes,' said Lord Chesterfield^ * they are still performing ; 
but I thought it best to retire, lest I should disturb the 
King in' his privacy.' 

The season closed, this year, on the 11th of April; and 
during the summer, Handel paid a visit to the Continent, 
where he met with an alarming accident, for on Tuesday, 
the 21st of August, the * General Advertiser' informed its 
readers that 

' Mr. Handel, who went to Grermany to yisit his friends some 
time since, and, between the Hagne and Haarlem, had the mis- 
fortune to be overtomed, by which he was terribly hnrt, is now 
oat of danger.' 

Forkel places this journey in 1752, or 1753, but is 
clearly mistaken as to the date;^ though the chronological 
error in no wise affects the main point of his narrative, 

1 Barney, Comm. of Handel, 'Sketch,' p. 29. 
> Ueher J. 8. BaeVa Lehm, u.8,w, p. 47. (Leipzig, 1802.) 
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which derives its sole interest from the fact that Sebastian 
Bach, who died on the 28th of July, 1750, had passed 
away before his great confrere visited Halle for the last 
time — a circumstance which is quite consistent with the 
account given in the ' General Advertiser.' 

The date of Handel's return to England is not recorded; 
but it must have been before the close of the year, for, 
early in 1751, we find him engaged upon the composition 
of his last great work, JqjJitha, the score of which bears, 
among other memoranda, the following inscriptions and 
dates. Heading, on the first page — Ouverture tUj!*:^^ dell 
Oratorio JeptJia. Heading of the last movement of the 
Overture — Menuet Oratorio Jeptha angofangen JanT 21 
1751 I •). At the end of the First Part — geendiget den 
2 Fe¥ f2 1751 | vollig \ <? Agost 13, 1751. At the 
end of the Second VBx\r-London dm \^ ^ Felr 175 
and, on the next page — den 23 ^2 dieseif. . . At the end 
of the Oratorio — G, F, Handel tetatis 66 | Finis ? 
Agost 30, 1751. The MS. is exceptionally ricli in annota- 
tions of this kind ; some of which are very lengthy, while 
others show the Third Part to have been in various stages 
of completion, between the 18th of June, and the 17th 

of July. 

The concurrent testimony of these various dates is very 
clear. The work of composition proceeded regularly and 
rapidly, to the end of Part II., which was finished, in a 
rough way, on the 13th of February, and, more completely, 
on the 23rd. The work was then interrupted — to be 
renewed in the month of June following. In June, and 
July, the Third Part was roughly finished. In Augoat, 
the still imperfect First Part was completely filled in. 
And before the close of the month the whole was 
brought to perfection. 
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The cause of the first interruption, at the end of 
February, is only too painfully apparent. Ever since his 
serious illness, in 1737, Handel had been more or less 
subject to a return of the symptoms which then caused 
his friends such well-founded alarm. Hawkins, who 
knew him well, tells us that * In the succeeding year 
{i,e, 1743 — the year after the production of the Messiah) 
he had a slight return of the disorder which had driven 
him to seek relief from the baths of Aiz-la-Chapelle : * ^ 
and it was probably for the same symptoms that he was 
induced, in 1751, to try the effect of some then celebrated 
mineral waters in England. We do not know when he 
left town for that purpose ; but^ the * General Advertiser * 
for the 15th June announces that 'On Thursday last 
{i,e, June 13) Mr. Handel arrived in town from Cheltenham 
Wells, where he had been to make use of the waters.' 
Five days afterwards, we find him at work on the Third 
Part of his half-finished Oratorio; but he did not, in 
accordance with his usual custom, finish this off, in ten 
days, or a fortnight. There may have been two reasons 
for this. It is quite possible that his health may have 
needed time to re-establish itself, after the effect of the 
waters had passed away. But, the general idea is, that it 
was at this period that the composer's sight first began to 
fail; and this opinion is certainly strengthened by the 
appearance of the score, the latter portion of which is 
written in a wavering hand, such as might easily have been 
induced by the necessity for applying the eye very closely 
to the staves ruled on a sheet of music-paper.''^ Probably, 
the progress of the work was influenced by both causes. 
Handel was now advancing in years. His constitution 

^ HMt. o/MuMxCf vol. T., bk. 4, ohap. 6. 
' See pages 131>132, Note. 
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had been much shaken by the first attack of paralysis ; 
and Hawkins tells us, that, when the symptoms of 
incipient blindness could no longer be mistaken, 'his 
spirits forsook him, and that fortitude which had sup- 
ported him under afflictions of another kind deserted 
him/ ^ All these causes may have retarded, and no 
doubt did retard, the progress of the work, towards the 
close of which we meet with signs of hesitation^ and 
afterthought, such as are nowhere perceptible in its 
earlier pages. For instance, * Deeper, and deeper still^^ in 
the Second Part, completed in February, bears all the 
appearance of, having been written under the effect of 
continuous inspiration : whereas, * Waft her, Angd4iy in 
the Third Part, written after the composer's return from 
Cheltenham, contains long passages which have been 
crossed out, and re-composed, after more than one change 
of intention induced by evident dissatisfaction with, the 
original idea. 

Yet, in many respects, Jephthxi is one of the most 
perfect Oratorios that Handel ever produced. The subject 
is admirably adapted to form the groundwork of a Grand 
Drama. Dr. Morell, the author of the Poem, found no 
lack of powerful situations ready to his hand; and, in 
translating into the language of music the varied emotions 
suggested by the course of the Scripture narrative, Handel 
presents them to our ears in tones which neither time, 
nor fashion, can ever enervate. Each character is a 
picture in itself. Jephtha's powerful despair is a far 
deeper feeling than Storge's indignant horror. Long 
before the deiioument approaches, we can see that Hamor 
will have more to give up than Iphis, and will remember 
the sacrifice very much longer. Among the nine Choruses 
^ Hist, of Music, vol. v., bk. 4, ohap. 10. 
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interspersed thiongliout the work, there is not a single 
weak one; while some of them are the finest of their 
order. 

In every way, therefore, JephtJui stands forth as a work 
of the highest clasa And it has maintained its ground^ 
even to our own day; affording to the three greatest 
tenor singers that England ever produced — John Beard, 
John Braham, and Mr. Sims Beeves — a field in which 
they have won some of their most memorable triumphs ; 
and delighting thousands of amateurs who know no more 
of it than they can hear occasionally during the course of 
a ' Miscellaneous Concert' 

Jephtha was first performed^ at Covent Grarden, on the 
26th of February, 1752; the parts of Iphis and Storge 
being sung by Sig'^ Frasi, and Galli ; those of Jephtha, 
and Hamor, by Messrs. Beard, and Brent ; that of Zebul, 
by Mr. Wass ; and that of the Angel, by ' The Boy.' It 
was performed altogether seven times, during the Com- 
poser's lifetime ; and appears to have been much more 
warmly received than its immediate predecessor, Theodora \ 
of which Handel declared that ' the Jews would not come 
to it, as they did to Judas MaccabsBus, because it was a 
Christian story; and the ladies would not come to it, 
because it was a virtuous one.' The first of these objec- 
tions, at any rate, could not be urged against Jephtha ; 
but we may hope that it was for better reasons that, from 
this time forward, the Oratorio seasons were no longer so 
unsuccessful as they had formerly been. The hatred of 
the leaders of fashion against the genius of the man who 
had done so much for them, and for Art^ had, by this 
time, died out; as such unworthy passions always do, 
when mercenary interests no longer continue to fire them 
into life. Buononcini had long been utterly forgotten. 
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The partiBans of Cuzzoni and Faustma no longer had 
anything to fight for. Men, like Horace Walpole, who 
sneer at everything, live on, in every age ; but, after a 
while, their bon-^mots become too wearisome for repetition. 
And BO it came to pass, that, during the later years of his 
life, Handel was able so far to retrieve his lost fortune, 
that he was at least spared the misery of adding the 
fear of impending insolvency to the grief caused by the 
threatened loss of the sense which is dearest to ua alL 
His enemies had much to be ashamed of : but they did 
not cany their emnity so far as to reduce the blind man 
to beggary. 



CHAPTER XXXYL 

ENGLISH DRAMATIC WORKS. 

After producing JepJifha, Handel composed no more 
great works; but confined his attention to the repro- 
duction of those he had already presented to the public, 
enriching them with new pieces of various kinds, or 
subjecting them to such changes as became necessary, 
from time to time, in order to adapt them to the special 
circumstances under which they were produced. In 
most cases, these alterations were limited to the substi- 
tution of an Air for a Chorus; the transposition of a 
part, to suit the Voice of some professional Singer ; or, 
al most, the interpolation of a few additional Songs. In 
one instance only was an already well-known work 
entirely remodelled. But, before we speak of that, wo 
shall find it convenient to depart, for a time, from the 
strict chronological arrangement of our narrative, for the 
purpose of noticing some works, which, though produced 
in alternation with Italian Operas and English Oratorios 
already described, cannot fairly be classed with either, 
and therefore demand a chapter to themselves. 

English audiences of the 18th century invested the 
term. Oratorio, with a meaning very different from that 
now commonly attached to it. When a Musical Drama 
was produced without the aid of scenery, dress^ or action, 
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it was said to be 'perform'd after the manner of an 
Oratorio/ whether its subject was a sacred one^ or not 
Many of HandePs secular works were so performed, at 
Covent Grarden, and elsewhere ; and, for no better reason 
than this, were popularly known as Oratorios, and actually 
printed under the name, even when the most prominent 
members of their dramatis personce were the heroes and 
demi-gods of mythological fable. That there were excep- 
tions to the rule seems to have been merely the effect of 
accidental coincidence. Acts and Galaiea, though per- 
formed without action, was aided by the attractions of 
scenery, and dresses, and did not therefore fall within 
the category. Alexander's Feast, and its companion enter- 
tainment for S, Cecilia^s Day, were called Odes, by 
Pope, and naturally retained the title he gave them. Xo 
distinctive title whatever was prefixed to U Allegro, either 
in the original Score or that printed by Arnold. But 
Semeley though called, in Arnold's edition, 'A Dramatick 
Performance,' was first announced for presentation, ' after 
the manner of an Oratorio' ; and is described, by Main- 
waring, as ' an English Opera, but called an Oratorio, and 
performed as such at Covent Garden.' We may therefore 
accept it as a typical work of the class we are describing; 
and we could scarcely wish for a clearer example. 

The original Score of Sernde is headed — Ouvertwre, 
If. angefangen den 3 June 1743. The three Acts ter- 
minate, respectively, with the dates, 5 Junij 13 1743; 
Fine dell AUo 2*» | D 20 June 1743; and Fine \ 
G. F, Handel London D July 4 1743 vollig geendigeL 

The work was produced, at Covent Garden, on the 
10th of February, 1744; and was performed, with very 
fair success, four times, during its first season. The Poem, 
as 'altered from Congreve,' though moulded in regular 
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dramatic form, could never, by any possibility, have been 
tolerated upon the English Stage. But it frequently 
happens that Dramatic Poems very ill adapted for the 
display of histrionic talent abound with situations of deep 
emotional interest. We delight in reading such pieces. 
Sometimes we think we should like to see them acted. 
But, this is a mistake. When some incautious manager 
ventures to mount them, they fail to satisfy our pre- 
conceived ideal, either from insufficiency of what is 
technically called 'stage-business,' or, because they contain 
scenes which we can bear to read, but could not endure 
in the form of a living impersonation. Handel clearly 
recognised these characteristics in Bemele ; and treated it 
accordingly : enriching it with Choruses far too elaborate 
for operatic purposes, and illustrating its passionate Scenes 
with music well calculated to bring them into strong and 
effective relief. The weakness of Semele, the jealousy of 
Juno, the calculating meanness of Jupiter, are painted in 
colours which the Classical Poets of a bygone age have 
rendered familiar to us all ; the Chorus is employed with 
true classical consistency^ to heighten the effect of the 
whole. The voluptuous softness of * Now Love, that Ever- 
letting Boy ' equals that of the * Nightingale Chorus ' in 
Solomon ; and ' Bless the glad earth ' is one of those bold 
effusions, which at the conclusion of an Act, seem to 
embody the dignity of the whole. But ^Avert these 
omens' rises higher than this, and sets forth a great 
truth in the noblest poetical language. A freezing terror 
is implied in the masterly introduction of the Drums into 
the Stringed Band : but, it is only the terror of super- 
stition. The temple grows dark. It looks very awful, in 
its pictorial gloom. Yet we feel that the priests who 
«erve in it are as false as the gods whose rites are inter- 
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rupted. How di£ferent the horror of the great darkness 
in Isrou^l in E(jifpt ! There is no suspicion of falsehood 
in that I 

Like most of Handel's later works, ^rwle is rich 
in Accompanied Eecitatiyes of the highest excellenceL 
* Sommut, icakey* in which Juno enters the cave of the 
drowsy god, and endeavours to rouse him hy her flattering 
promises, is extraordinarily effective, hoth in its instru- 
mentation, and its declamatory phrases; and there are 
many others, quite equal to it. Jupiter's Air, ' Wlierp^er 
you walk,' is too well known to need allusion; yet it 
forms one only of a charming series of Melodies the rest 
of which were utterly forgotten, until the piece was 
revived by the Cambridge University Musical Society, on. 
the 27th of November, 1878. 

The reception of Setnele was suflSciently promising to 
justify the production, during the following season, of 
another English Dramactic Piece, of similar construction, 
entitled Herculps, The Poem for this was written by 
the Eeverend Thomas Broughton; who, passing over 
the earlier events in the history of the demi-god, 
deals with that portion only of his mortal career which 
was influenced by the suspicious jealousy of Dejanira, 
and her unhappy ignorance of the true nature of the 
poisoned tunic The number of incidents presented to 
the auditor is therefore very small ; though the amount 
of passionate fervour needed for the evolution of the 
catastrophe is almost imlimited. Dejanira's jealousy is 
very real, and very much in earnest; a less unworthy 
form of madness, by far, than that of Juno, in Semele, 
though no attempt is made by the Composer to disguise 
the hateful character of the passion itself. The contrast 
between this perverted feeling, and the gentle confidence 
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of lole, is so artfully drawn, and yet depicted with sucli 
intensity of natural trutlifulness, that it invests the 
earlier Scenes of the Drama with a never-wearying charm. 
Euty the Third Act depends for its effect upon the intro- 
duction of much more powerful emotions. The rage of 
the poisoned hero, the despair of Dejanira, the over- 
whelming grief of Hyllus and Lichas, are employed by 
turns as means for the preparation of a climax of 
overwhelming power. For some reason not very easy to 
comprehend, the Poet has omitted all mention of the 
tragic detail, so forcibly narrated by Ovid, in which the 
dying giant hurls Lichas into the sea. But Handel could 
very well afford to dispense with this deed of gratuitous 
violence, which, after all, would only have lowered the 
tone of his hero's character. The whole scene on the 
summit of Mount CEta is painted with a wild excitement 
which needed no murder of an innocent messenger to add 
to its vivid energy. It would indeed be difficult to find 
its parallel, in the Dramatic Music of any age or country. 
And here it is that Hercules shines to so much greater 
advantage than its predecessor, Semele, There is an 
earnestness in the work that could not possibly have been 
communicated to the unworthy passion of Jupiter, or the 
blind rage of the ' ox-eyed ' partner of his throne. Had 
Handel attempted to paint the rulers of Olympus in 
nobler colours than Poets painted them two thousand 
years ago, he would have created a new Mythology of 
his own, instead of illustrating that consecrated by the 
whole consentient cycle of Hellenic verse. But the cha- 
racter of Alcides was always described in the noblest imagery 
that even that sonorous measure could command: and 
the Composer followed the Poet's example ; and, having 
shown us the cloud-compelling son of Saturn as a con- 
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temptible libertme, invested Hercules with all the 
grandest attributes of a deiiied hero. In place of the 
voluptuous grace of ' Wherever you walky* he gives us 
the warm passion of ' TJie god of battle gtiits the bloody 
field.* For the luscious sweetness of ^ Now Love, that 
everlasting Boy" he substitutes the most stirring of 
Marches, and the splendid Chorus^ ' Orovm with festal 
pomp the day,* And, in ' Jealousy , infemcU pest,* and 
'Tyrants now no more sJuHl dread,* he reminds us of some 
of the grandest conceptions in Said and Samson, And 
therefore it is, that, without being by any means a truer 
work of Art than Semele, the piece we are considering 
aims at a loftier ideal, and addresses itself to intellectual 
faculties of a higher order. 

The Score of Hercules is dated at the beginning, 
* angefangen July 19 7/ 1744!'; and at the termination 
of the three Acts — ' geeiidiget dieses 1 Akt July 30 D 
1744; Fine ddl AUo ^^ \ Agost 11 1744 1? : and-Ftnc | 
London Agost 17 ? 1744. The work was first announced 
as ' a Musical Drama ' ; produced, at the King's Theatre, 
on the 5th of January, 1745, 'after the manner of an 
Oratorio'; and printed, by Arnold, in 1785-6, as an 
Oratorio, pur et simple. In our time, it has been twice 
revived, with excellent e£fect ; first, at the Lower Ehine 
Festival, held at Diisseldorf, on the 17th of May, 1875, 
under the direction of Herr Joachim ; and afterwards, in 
London, on the 8th of June, 1877, under that of Mr. 
Henry Leslie. 

But Handel's English Dramatic Music is not always 
intended to be sung without action. When John Rich 
first opened his newly-built Theatre in Covent Garden, in 
1 732, Ben Jonson's Play^ The Alchymist, was successfully 
revived^ with some very attractive Ballet Scenes, to 
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which the versatile Composer adapted the delightful 
Dance Tunes written in 1707, for Eodrigo, in combina- 
tion with some other Music printed in 1788 by Arnold. 

Again, in the year 1750, he composed the Music for 
a dramatic piece, founded by Smollett upon the JOnajm^ 
of Euripides. The complete score of the work no longer 
exists ; but an autograph volume,^ in the Library of the 
British Museum, contains nearly all that is known of the 
fourth Act, dated^ at the end of the last Chorus, Fine \ 
G, F. Handel \ voUig geendtget den 8 January •) 1750, 
together with an Air for Miss Young — * Tlietia bids me 
hither rise ' — which may, or may not, have been intended 
for insertion in one of the preceding Acts.^ The names 
of Miss Young, Mr& Ame, Mr. Low, and Mr. Waltz, are 
mentioned in the MS.; and Arnold also mentions 
Mrs. Faulkner as having been engaged to sing in it. 
Hawkins tells us that the piece was written for Bich, in 
liquidation of a debt too heavy for Handel to pay in 
money, after the ruinous losses of his later seasons.^ 
Arnold's account is not inconsistent with this story. He 
says, that, 'in order to bring it forward with every 
possible degree of elegance, Mr. Eich, the Manager, 
engaged the famous Servandoni to paint the Scenery; 
the Opera, however, from some accident, was never 
performed.' When Covent Garden Theatre passed into 
the hands of Mr. Colman, Arnold obtained a copy of 
the Score, in a condition manifestly very incomplete; and 
on the authority of this he published it, in 1790, under 

1 Add. M8a. 80, 810. 

^ Bnt for the language in whioh the Torses are Tnritten, we 
should haye taken it for g^ranted that ihia was intended for 
insertion in Pamasso in Festa, 

' Hiat, cf Munc, vol. v., lib. 4» ohap. 4w 
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the title of Alckh's, Hawkins calls it Alceste -^ bnt it is 
quite possible that Arnold's copy may have been traos- 
crihed without a title, and, since it included none of 
the Music designed for the heroine of the piece, that he 
may have named it after another of its characters, 
instead. Schoelcher deecrihes it under the impossible 
title of Alo&stes. Fortunately, all doubt as to the true 
title of the piece is removed, by the word struck through 
with the pen in the original score of JejphtluXf which seems 
to have been begun on a sheet of paper previously headed 
Alceste,^ 

Handel evidently understood from the first that the 
rejection of Alceste was final ; for, five months only after 
the completion of the Score, he began to compose the 
* Musical Interlude * called Tlie Choice of Hercules, which 
embodies nearly all the Music of the earlier piece, adapted 
to different words. The Score of this is dated, at the 
bottom of the first page, angefangen den 28 June J 
1750 ; and, at the end, O, F, Harulel. vdllig geendiget 
July 5 % 1750.^ The story, founded on an episode in 
the history of the demi-god related by Xenophon, is com- 
piled, almost verbatim, from Spenser's Folymete, The 
skill with which the Music of the one piece is adapted to 
the words of the other is extraordinary. The delicious 
Chorus, * Still caressing and caressed,' appears, in its new 
dress, as ' Turn thee. Youth, to joy, and love ' ; and it is 
impossible to say which version most perfectly accords 
with the expression of the Melody — a ravishing strain, 
so plainly indigenous in its character, that, under no 
imaginable circumstances could we believe it to have 

^ Slit, of 2f u«tc, vol. y., lib. 4, chap. 4. 

* See obapter xxxy. 

' Arnold erroneously states that it was composed in 1746. 
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1)0611 conceived in any other country than our own. And 
the same peculiarity pervades the rest of the adaptations 
so strongly, that^ except for the dates in Handel's own 
handwriting, we should have been entirely without a 
guide as to the priority of either Composition. It is, 
however, quite clear that Alceste really was written first; 
that it was laid aside, without performance ; and that the 
Music, adapted to the new piece, was produced, at Covent 
Garden, on the 1st of March, 1751, and performed four 
times, during the course of the season, in conjunction 
with Alexander's Feast, 



CHAPTER XXXVn. 

PASTIOCIOS. 

So great was the popularity of the musical pieces called 
Posticcios, during the greater part of the 18th centuiy, 
that, unable to combat the general feeling in their 
favour, Handel found himself obliged, to some extent, 
to yield to it. 

On the 31st of March, 1730, he produced, at the 
King's Theatre, a Pasticcio called Onnisdn. On the 
23rd of May, 1732, he brought out another, called 
Lueio Papirioy which was followed, in the same year, 
by a third, II Catone, 

Soon after his migration to Covent Garden, he per- 
formed four more: Seiniramisy produced on the 30th 
of October, 1733 ; Cajo FabncciOy in which Carestini 
made his first appearance on the 4:th of December, in 
the same year ; Arhacc — an adaptation of Metastasio's 
Artaserse — first performed on the 5th of January, 1734; 
and Orestes, consisting entirely of selections from his 
own works, produced on the 18th of December, in that 
year, not long after the revival of Pastor Fido, 

The Scores of all these Operas are preserved in the 
Schoelcher Collection, in the Stadt-Bibliothek, at Ham- 
burg. That of Orestes is entirely in Handel's hand- 
writing. In the others, the Airs are mostly in Smith's 
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handwriting, and the Becitatiyes only in that of the 
Master himself. 

On the 25th of Febraaiy, 1738, a very snccessfnl 
Pasticcio, called Alesmndro Severo, was prodnced, at 
Govent Garden, with a special Overture, which after- 
wards became very popular. Copies of this, in Smith's 
handwriting, are preserved both in the Lennard and 
Schcelcher Collections. 

Mainwaring^ and Hawkins^ both concur in asserting 
that Lord Middlesex paid Handel £1,000 for the Scores 
of Alesmndro Sfivero and Faramondo ; but the accuracy 
of the statement seems more than doubtful: for it is 
certain that Faramondo was produced at Covent Garden, 
in 1737, and Alessandro Severo, in 1738; and equally 
so, that Lord Middlesex did not assume the management 
of the King's Theatre until 1741 — the year of Handel's 
journey to Ireland. It is just possible (though not at 
all likely) that the work alluded to by Mainwaring may 
have been the famous Alcssandro composed, in 1728, for 
Cuzzoni, and Faustina; and that Hawkins may have 
copied Mainwaring's mistake. At any rate, this last- 
named Opera was reproduced, at the King's Theatre, 
in 1743, by Lord Middlesex, either with or without 
Handel's permission, under the title of Boocana^ or 
Alexander in India; and, in the same year, Walsh 
published a folio copy of the Score, with the original 
Songs transcribed from Cluer^s 4to edition, notatim et 
verbatim^ including even the names of the Singers of 
the original cast, who were not then in England. We 
do not say that there is any direct evidence to 
support the suggestion that this may have been the 
Opera for which H^del was so liberally paid; but^ it 

* 3femotf *, p. 124. * Hist, of Music, vol. v. lib. 4, chap. 6. 

T 2 
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is cextain that it was revived; and, as the story told 
by the one historian, and copied by the other, is abso- 
lutely incredible, the phonetic similarity between the 
names of the two Operas furnishes the only probable 
clue to the origui of the mistake. 

It is, indeed, quibe dear that Lord Middlesex enter- 
tained a fitting respect for the great Composer's name, 
notwithstanding the ruinous losses with which it had 
been so unfortunately associated : for, before his manage- 
ment drew to a close, another Pasticcio, called Zkcoa 
Vero^^ was announced, in the 'General Advertiser' for 
Nov. 13, 1747, as in active preparation at the King's 
Theatre. 

* Teiterday waa rehearsed, at the King's Theatre in the Haj- 
market, the Opera of Lyteius Fenu. This Drama oonaists of 
Airs borrowed entirely from Mr. Handera favoarite Operas, and 
BO may (probably) be jaatly styled the most exquisite oompo- 
sition of harmony erer offered to the pnbliok. Those loiren of 
MoBick among ns whose ears hare been charmed with Faoafcioa, 
Faranello, Senesini, Gazzoni, and other great performers, wiD 
now have an opportunity of reviving their former delight; 
which, if not so transporting as then, may yet form a very 
high entertainment. Mr. Handel is acknowledged (nmversally) 
so great a master of the lyre, that nothing nrged in favour of 
his performances oan reasonably be oonsidered as a poff.' 

The 'Favourite Songs' in this piece were also published 
by Walsh; but the volume — now very rare — ^is ahno^ 
entirely reprinted from old plates belonging to earlier 
Operas, with the additional title of Lucius Verus, Id 
all probability, the performance, and the publicatioii, 
were alike unauthorised by the only person who bad 
the right to a voice in the matter. 

1 It will be remembered that Attilio 'Ariosti contribated an 
Opera, of this name, to the ripertoire of the Boyal Academy of 
Masio. Bee Notej chapter 
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Among the MSS. in the Fitzwilliam Library at Cam- 
bridge are some fragments, in Handel's handwriting, 
from Honorius. This may possibly have been another 
Pasticcio, of which no farther record has been found. 
Or, it may have been an unfinished Opera, like TitOy^ 
Alfcmso PrimOy^ or Flavio Olibrio. There seems, at 
present, no chance of obtaining any further information 
on the subject. 

1 See chapter xx. ^ lb. 



CHAPTER XXXVIIL 

INSTRUMENTAL HUSia 

We havo hitherto said but little on tho subject of 
llanders Instrumental Compositions; not because they 
are either few in number, or unimportant as indications 
of the peculiar tendency of the Composer's genius ; but^ 
because they are so numerous, and throw so clear a light 
upon the taste and character of their author, and upon 
the style of his performances upon the Organ and 
Harpsichord, that, to study them with profit, we must 
analyse them as individual creations, apart from the 
great Choral works which have hitherto occupied so 
much of our attention. Intimate as is the correlation 
existing between the two phases of creative power 
manifested in these two distinct provinces of the great 
realm of Art, each Art-form, if we would understand its 
full bearing upon its fellow, must first be studied sepa- 
rately. 

We have seen how Handel threw himself into the 
inmost heart of the Opera, and the Oratorio. We have, 
next, to show how he expressed the thoughts of his 
own heart, through the medium of the Organ, the Harpsi- 
chord, and the full Orchestra. In a future chapter, we 
shall hope to show the reaction of his Instrumental 
Music, upon that which he wrote for the Yoice. 
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The pieces in question comprise between seventy and 
eighty Overtnies, and Orchestral Preludes of various 
kinds, to the Operas, Oratorios, and other great sacred 
and secular works already described: a large collection 
of Orchestral Concertos : an equally important series of 
Concertos for the Organ, or Harpsichord: the ^ Water 
Musick :' the Music for the Boyal Fireworks : a volume 
of Sonatas : two sets of Trios : three sets of Lessons for 
the Harpsichord : a set of Fugues : and innumerable 
shorter Compositions. It would manifestly be impossible 
to notice all these pieces separately, in a work like the 
present; we must, therefore, content ourselves with a 
general description of the several classes into which they 
naturally divide themselves, and present our readers with 
a typical rather than an individual analysis of the whole. 

The invention of the Overture, or rather, its first reduc- 
tion to regular and symmetrical form, is generally ascribed 
to Lulli. The Instrumental Prelude to Monteverde's 
Orfeo^ produced, at Mantua, in 1608, is a mere flourish 
on the chord of C. This is the earliest example of an 
Overture of which we possess any authentic record : and, 
when we remember that two Italian Operas only had 
been given to the world before Orfeo saw the lights 
we can hardly wonder at its rudimentary character. 
Monteverde's immediate successors did little to improve 
upon it. Italian audiences were always impatient for 
the rising of the curtain ; but, in France, the case was 
different, and Lulli, sure of attentive listeners, preluded 
his dramatic pieces, for the most part, with a dignified 
Largo, followed by a lively Movement in the fugato 
style, full of clever imitations, though not aspiring to 
the rank of a regularly-constructed Fugue — an Art-form 
which was clearly beyond his powers. Sometimes, he 
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added a Minuet, or other Dance-Tone ; but, rather as an 
appendix to the Overture, than as an integral part of it 
Hie form was quite complete without it. 

Lulli's Overtures soon became celebrated, even in Italj; 
and one Composer only, among his contemporaries, proved 
himself capable of producing better ones. This great 
genius was Alessandro Scarlatti, who, though he rarely 
prefaced his Operas with Orchestral Preludes, departed 
from his rule, occasionally, with marked success, striking 
out for himself a new line quite different from that 
followed by Lulli, and producing works well worthy of 
his brilliant reputation.^ 

Handel's first Overture was that to Almii-a ; compofied, 
at Hamburg, in 1705 ; remodelled, in Italy; and prefixed, 
in 1707, to Rodrxgo, It would convey but a very faint 
idea of the truth to describe this as, in any degree, an 
advance upon the Overtures of Lulli, or Alessandro 
ScarlattL It simply left them nowhere. The inventive 
faculty is one of the highest attributes of true genius ; 
and Lulli certainly exhibited it^ in no restricted measure^ 
when he first wrote a fugued Overture, preceded by a 
stately Introduction. His new idea forms a landmark, 
in the history of Dramatic Music ; and the honour of the 
invention will for ever rest with him. But his know- 
ledge of Counterpoint was small indeed, compared with 
that of Alessandro Scarlatti, and could never have 
enabled him to rival the Sinfonia prefixed to II Flavio 
Cuniherto ; nor, with the science of ten thousand Scarlattis 
to aid him, could he have approached the level of Almira> 
It has been said that Handel adopted his model, and 

1 See the MS. Score of It Flavio CvmXbeFto, in the Library of 
Ohrifltohnrch, Oxford ; aod that of H Prigionierofortunaio, among 
the Drsgonetti MSS. in the British Moseam. 
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produced a more highly-developed work upon the lines 
he had previously laid down. In a certain mechanical 
sense, this is true. A large proportion of Handel's 
Overtures — some of his very finest — consist of a Largo, 
followed hy a Fugue. But, in grandeur of conception, 
in imaginative power, in dignity of treatment, in all the 
higher qualities which distinguish the soul of Art from 
its material body, the Overture to Almira so far transcends 
the most perfect of its predecessors, that it may justly be 
described as the founder of its race. Unconsciously 
availing himself of the mechanical resources of Art, as 
the Poet observes the forms of grammar, Handel threw 
his Overture into the outward form most commonly 
followed at the period ; and, so far, he may be said to 
have treated it conventionally: but, there was nothing 
conventional in the spirit he breathed into it He used 
it, always, as a means of preparing the mind of his 
hearers for that which was to follow. It was always 
in strictest unity of conception with the work it pre- 
luded : bearing no physical resemblance to its external 
features, like the Romantic Overtures of Mozart^ and 
Weber, which tell us, before the curtain rises, all that 
we are to expect in the coming Drama; but shadowing 
forth its inner life, in tones addressed to the feelings, 
rather than to the senses. 

Apart from their merit as works of Art, their fugal 
ingenuity, their symmetry of form, and beauty of con- 
ception, Handel's Overtures induce the exact frame of 
mind needful for the occasion on which they are heard 
Because Israel in Egypt has no Overture of its own — 
for reasons explained elsewhere — ^it was once the custom 
to preface it with that intended for the Occasional 
Oratorio, No Prelude could possibly have been more 
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inappropriate. For a time, the gorgeous colouiing of 
the well-known Movements reconciled the public to the 
incongruity of their false position ; but the absuiditj 
was too glaring to bear the trial of serious criticism. The 
last time it was so played at the Crystal Palace, tiie 
Programme for the day announced that a pause of tea 
minutes would take place, between the Overture and the 
Oratorio— in other words, that time would be allowed 
for the audience to forget what they had heard, and 
direct their thoughts into a channel altogether different 
from that which the wrong Overture had induced. No 
higher compliment than this could have been paid to the 
aesthetic truth of Handel's invariable method : nor could 
a better answer have been given to those who say — as 
critics have said — ^that the Overtures to his Operas would 
serve equally well for his Oratorios. 

Next in importance to the Overtures, are the Concertos 
for several Instruments, so frequently advertised for per- 
formance at the Lenten Oratorios — ^the GoTicerti grossi of 
the Autograph Scores, usually printed under the name of 
the Grand Concertos. Fifteen of these are preserved 
among the MSS. at Buckingham Palace, besides frag^ 
ments, more or less incomplete, of several others. Of 
the earliest set, commonly known as ' Tlie Hohoy Ccmcertos^ 
the original Autograph has, unhappily, been lost 

The Hautboy Concertos are six in number; the two 
first, in the key of Bb; the third, in G; the fourth, in 
F; the fifth, in D minor; and the sixth, in D major. 
Most of these were written for a small Band of Principal 
Instruments — ^technically called the Concertino — consisting 
of two Solo Violins, a Solo Violoncello, two Hautboys, 
and two Bassoons, assisted by a full Stringed Band— or 
Concerto grosso — ^with Continue. In addition to thes% 
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the Fiist Conearto contains parts for two Solo flutes; 
and the sixth, an obhligcUo part for the Harpsichord^ 
or Organ. Three editions of the entire Set were 
puhlished, hy Walsh, under the title of Op. 3, between 
the years 1729 (1) and 1734. Arnold also printed them, 
in Score, in 1797; and the German Handel Society, in 
1865. Arnold describes them as 'Chiefly composed at 
Cannons, in the year 1720.' Hawkins refers them to the 
occasion of the marriage of the Princess Koyal, in 1733. 
Chrysander imagines some of them, at least, to have been 
composed at Hanover, in 1711-1712. 

On a grander scale than these is the once popular 
Concertone^ in C — called, by Arnold, the Concertante — 
for two Solo Violins, Violoncello, two Hautboys, and 
the full Stringed Band. The original MS. of this, in 
the Eoyal Collection, is dated January 25, 1736. 

In the same volume are contained the Twelve Grand 
ConcertoSy for tw;o Solo Violins and Violoncello, accom- 
panied by the full Stringed Band, published for the 
Author, by Walsh, in separate Orchestral Parts, in 1740, 
under the title of Op. 6 ; by Arnold, in Score, in 1788 ; 
and by the German Handel Society, in 1869.^ 

^ The original MSS. are disposed, and dated, in the foUowing 
order : 

Coneertone. January 25 1736 (In 0). 

Concerto grosso No, 1 | Fine \ G. F. Handel \ Sept 29 [ 1739 1 

(In G). 

Concerto grosso No, 2 | Fine | G. F. Handel \ Oct 4 1739 | % 
(InP). 

Concerto grosso Ko. 3 | Fine \ G, F. Handel | Oct 6, 1789 | T^ 
(In £ Minor). 

Concerto groseo No. 4 \ Fine \ G. F. Handel \ Octoh^ 8 1739 | *) 
(In A Minor). 

Part of Concerto groseo No. 6. Undated. Beginniog and end 
wanting. (In D.) 
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Intermixed with these are some fragments of a Ckmeerfo, 
in G Minor, of which the heginning and the end are 
wanting; an Ouverture, in G, dated den 9 Sept. 1738| 
Sonnahaiuly the Fugue of which, marked ex F un t<mo 
pill basso, forms, when so transposed, the fourth Move- 
ment of the ninth Concerto grosso; and a Minuet^ in 
G Major, the whole of which is crossed out, re-compoeed 
in G Minor, and inserted in the printed copy of the 
I^inth Concerto, transposed to F Minor. The volome 
lahelled *• Sonatas ' also contains an entire Concerto^ in D, 
undated. Besides these, Walsh puhlished, in 1741, a 
collection of works, called * Select Harmony* the fotttih 
volume of which contained three Grand Ckmcertos^ by 
Handel — the Concertone, in C, and two others in Bb. 
All these, with one or two more of less importance, 
were printed, by the German Handel Society, in 1865. 

The style of these Compositions is very remarkable; 
and 80 constant in its more prominent characteristics, 
that the description of one will serve for all. The 
CoiiceHino^ or Band of Solo Instruments, and the fall 

Concerto grosso Ko. 6 | Fine | G. F, Handel \ Octohr 16 1789 | D 
(In G Minor). 

Concerto groaso No. 7 | Fine | G. F. Handel | Oct 12 | 1739 [ 2 
(InBb). 

Concerto grosso No. 8 | Fine | Q. F. Handel \ Oct 18 ] 1739 | ]|^ 
(In Minor). 

Concerto grosso No. 9. Undated. (In F.) 

ConceHo grosso No. 10 | G. F. Handel \ Octoh'' 22 | ^ | 1739 
(In D Minor). 

Concerto grosso No. 11 | Gf. F. Handel | Octohr 30 | ^ | 1739 
(In A). 

Concerto grosso No. 12 | Fine | G, F. Handel \ Octobr 20 \ h i 
1789 (In B Minor). 

The Boyal Collection also contains a complete transcript of 
the entire set, in Smith's handwriting. 
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Stringed Band which assists them, are employed, like 
the two Choirs in an antiphonal piece of Church Music, 
in alternate passages, which, while conjointly discussing 
the Subjects proposed, and taking an equal share in their 
development, produce the most charming e£Pects by the 
contrast of their tone, and delight the ear with an endless 
variety of expression. Handel availed himself of this 
effect, sometimes, in his Overtures — in that to Acts and 
Galatea^ for instance, and many others: but, in these 
cases, with Wind Instruments only. The Solo Violins, 
and YioloncelloB, are peculiar to the Concertos. The full 
employment of the effect has long since fallen into disuse ; 
thongh a great Composer of the present century has turned 
it to splendid account Spohr^s 'Double Symphony/ 
TrdiscJies und Obttliches^ notwithstanding its difference 
of style and feeling, is modelled upon a principle exactly 
analogous to that of Handel's Conceiii ffi'om; and the 
delicious effects which pervade that beautiful work, from 
beginning to end, do but present us with the thesis of 
the older Master, worked out to its logical conclusion, by 
aid of the fuU resources of the modem Classical 
Orchestra, and made to subserve the illustration of an 
original and highly poetical idea. 

But Handel did not stop here. He anticipated 
Spohr, even to the extent of producing a Double Chncerto 
grosso. 

The volume, in the Boyal Collection, labelled 
' Sketches,' which contains the disputed Magnificat, and 
the two unpublished versions of Haw beautiful, contains, 
also, a long and extremely elaborate Composition, which 
has never yet been brought before the public. M Schoel- 
cher was evidently aware of the existence of the MS. ; 
for, at page 139 of his 'Life of Handel,' he quotes it as 
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a proof that certain portions of the Messiah were much 
more folly accompanied than the world has generallj 
supposed. 'If the examination of Handel's MSS. had 
not been deferred nntil now,' he sajrs, 'this passage would 
certainly have lightened the labours of Mozart ! ' Bat 
the 'piece of instmmentation/ which, he tells os, 
'eyidently applies to the choros, Lift np yonr gates,' really 
belongs to a Double Orchestral Concerto, in F, written for 
two Concertini, each consisting of two Horns in F, two 
Hautboys, and a Bassoon, assisted by a Concerto jros&tf 
comprising the usual Full Stringed Band supported by a 
Cordinuo, The scheme of the Score, as quoted by 
M. Schoolcher, is perfectly correct ; except that he takes 
no notice of the fact that the two Coneertini are labelled, 
in the margin. Chorus I. and Chorus IL The mistake he 
makes is in imagining that, because the Subject of the 
third Movement begins like that of ' Lift up your heckis ' 
— the word, 'gates,' being, of course, a misprint — 
Handel intended to add parts for four Horns, four Hani- 
boys, and two Bassoons, obbligati, to the Score of the 
Messiah. 

The MS., filling eighty-four pages of paper, exactly 
similar in size, texture, and water-mark, to that used for 
the Moffnijicai, resembles that work so closely, in the 
character of its handwriting, that there can be no doubt 
that it was produced at very nearly the same period — 
that is to say, between the years 1737 and 1740. It 
consists of nine distinct Moyements, developed at con- 
siderable length, and of exceeding beauty. The first is 
a stately Pomposo, The second introduces the descending 
passage of Semiquavers which forms so prominent a 
feature in the Hailstone Clwrus. The Subject of the 
third, as we have already said, begins like that of ^lAft up 
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ycuT heads? The ninth breaks off at the end of the 
second bar, and the remaining pages are missing: but the 
loss is less deplorable than might have been supposed ; for 
the seventh, eighth, and ninth Movements are reproduced 
in a complete, though modified form, in an Organ Conr 
certo published by Arnold in 1797. Dr. Chrysander, who 
makes a passing allusion to the MS. in his third volume, 
notices the fact, but doubts the originality of Arnold's 
version, and tells us that no authority has been found for 
it in HandeVs handwriting.^ But this is a mistake. 
Neither he, nor M. Schoelcher seem to have been aware 
of the existence of an extremely interesting volume, once 
(1800) the property of Mr. W. Mosely, of Glashampton, 
but now safely lodged in the British Museum.^ Among 
other treasures described elsewhere, this volume contains 
four movements of the Concerto printed by Arnold — 
which ends with the March in Jzidas Maccabeus : aiid, of 
these four, two correspond with the MS. at Buckingham 
Palace. The connection of these varying forms is 
exceedingly interesting ; and so far helps to fill up the 
gaps in the original MS., that a student well versed in 
the Composer's style would find no difficulty whatever in 
fitting the whole together, with reasonable certainty of 
producing a correct restoration. It is much to be hoped 
that such a restoration will some day be given to the 
world : for we can scarcely doubt that the work would 
produce a deep impression, if played by the Philharmonic 
Society, or at the Crystal Palace Concerts. 

The original Scores of the Organ Concertos are much 
less complete than those we have described. A volume 
in the Boyal Collection contains nine ; two of which are 

^ *G.F. Handei; torn. iii. p. 163. 
' Add. M88. 80, 310. 
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incomplete.^ A few fragments are also intermixed with 
MSS. of yarious kinds, in other volumes. Three com- 
plete Concertos, bound together in one volume, form part 
of the 'King's library' in the British Museum ;' and 
two more will be found among the ' Additional MSS.'^ 

1 The volame contains the following pieces : 

(1) Concerto per VOrgano ed aUri Stromewti. Undated. (In F.) 

(2) Concerto per la Harpa. Undated. (In B ^.) No. 6, 8et I. 
[W^sh, and Arnold.] 

(8) Concerto. Incomplete, and nndated. (In F.) 

(4) Concerto, Undated. (In A.) Adapted from the Grand 

Concerto, No. XI. No. 2, Set IL [Walsh.] 

(6) Concerto, Dated, Fine \ G. F. Handel \ Fevr 17 1740 | 

(In B ^. ) No. 1, Set IIL [Wa^^.] 

(6) Concerto, Dated, Fine London Fehr 6 T^ 1748. (In A.) 
No. 2, Set III. [Walsh.] 

(7) Concerto per V OrgcMo ed altri Stromenti. Dated, at the 
beginning, angefangen January 1 1761 S; at the end, Fine \ 
O. F. Handel January 4 1761 geendiget ; and inscribed, in another 
place, Mr, Barry for the Charity play, (In Bd.) No. 8. Set IIL 
[Walsh.] 

(8) Concerto per la Ha/rpa, Incomplete, and undated. (In D.) 

(9) ConceHo, Dated, Fine \ Jan 81 1750. (In 6 Minor.) 
No. 5, Set III. [Walsh.] 

(10) Sinfonia, for 8 Yiolins, Viola, and Bass. Undated. 
' King Qeorge III, M88. 817. The volnme contains : 

(1) Concerto, Composed in 1785. (In Bb.) No. 2, Set I. 
[Walsh.] 

(2) Concerto. Composed in 17S6. (In G Minor.) No. 3, 
Set I. [Walsh.] 

(8) Concerto, March 26, 1735. (In F.) No. 4, Set I, 
[Walsh.] 

(4) Chorus. Allelujah, From Time and Truth, Founded on 
the Subject of the Fug^e with which the preceding Concerto 
terminates. (See p. 205.) 

> Add, MBS, 30, 810. The following pieces will be found near 
the end of the volume : 

(a) Ouvertwre, (Inserted, in a strange handwriting, * Concerto 
made from Choruses.') The Subjects employed are those of 
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The Fitzwilliam Museum, at Cambridge^ contains a great 
ntunber of separate Movements, and fragments of more 
or less importance, in Handel's own handwriting; and 
two complete Conceitos — one for two Organs, and two 
Orchestras — ^in that of Christopher Smith. It is probable 
that more may exist, in other collections j and many more 
have been printed, either with or without the Composer's 
permission. 

The First Set, issued, by Walsh, on the 4th of October, 
1738, and distinguished as Op. 4, comprised Six Con- 
certos, some of which had been previously pirated, and 
printed so incorrectly, that Handel thought it necessary 
to accompany the edition by the following protest — 

•. • These Six Concertos were Published by Mr, Walsh^ 
from my own Copy Corrected by my Srlf, and to him only 
I have given my Rigid therein, George Frideric HandeL 

The Second Set, issued by the same publisher, in 
November, 1740, also contained Six Concertos, adapted 
from the Grand Concertos, Op. 6. The Third, containing 
six original works, appeared on the 19th of August, 1760 
— the year following that of Handel's decease.^ 



Bae, from hU post Euphrates JUes [Belshaszar] ; and, And the 
glory of the Lord [MeBUBh2. (InB^.) 

(h) Concerto Organo. (In F.) Adapted from the Doable 
Concerto, in the yolome of 'Sketches.' See ante, page 333. 
These two Concertos are printed in Arnold's Third Set (1797). 

^ The following are the contents of Walsh's thxee sets : 



Set I. 

Ko. 1. In Minor. 
No. 2. InBb. 
Ho. 3. In G Minor. 
No. 4. In F. 
No. 5. In F. 
No. 6. InBb. 



Setn. 
No. 1. In F. 
No. 2. In A. 
No. 3. In D Minor. 
No. 4. In G. 
No. 6. In B. 
No. 6. In G Minor. 



Set III. 

No. 1. InBb. 
No. 2. In A. 
No. 3. InBb. 
No. 4. In D Minor. 
No. 5. In G Minor. 
No. 6. In G Minor. 

Z 
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All these editions were printed in separate parts, of 
which that for the Organ^ was, of cooiBe, the most im- 
portant Arnold puhlished three Sets, in Score. The 
first, issued in 1793, corresponded with Walsh's First 
Set, Op. 4. The Second series printed in the same 
year, corresponded very nearly with Walsh's third. The 
Third Set, issued in 1797, contained no more than two 
Concertos for the Oigan^ with one for the Orchestra.^ 

EngUsh and Glerman Organs bore so little resemblance 
to each other, during the greater part of the 18th century, 
that we cannot wonder at the difference between the style 
of Handel's Organ Music and that of Sebastian Badu 
Though Bach's powers of improvisation were unlimited, 
it was not his custom to leave anything to the discretion 
of the performer, in his written works, which were 
chiefly composed for the Organ alone* Handel delighted 
in blending the Orchestra and the Organ together. The 
Orchestral portion of his Concertos he necessarily com- 
pleted: but the Solo passages are more frequently 
sketched, than written in full ; and opportunities are con- 
stantly afforded for the introduction of long extempore 
effusions. His own improvisations are said to have been 
marvellously beautiful In all probability, he used the 
written text as the orator uses his MS. notes — ^that is to 
say, as a synoptical memorandum, to be enlarged upon. 



^ Arnold's three Sets contained the following Concertos : 



SetL 
No. 1. In 6 Minor. 
No. 2. InBb. 
No. 3. In G Minor. 
No. 4. In F. 
No. 6. In F. 
No. & InBb. 



8etU. 

No. 1. InBb- 
No. 2. In A. 
No. 8. InBl^. 
No. 4. In D Minor. 
No. 6. In G Minor. 
No. 0. InB!r. 



Setm, 

No. 1. In D Minor* 
No. 2. InBb. 

(Oroh. Ck)ncerto.) 
No. 3. In F. 
See Foot-note, p. 886; 

837. 
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filled in, and beautified, at will : and hence it is, that, in 
Walsh's printed edition, the same text is made to serve 
either for the Organ, or the Harpsichord.^ It would be 
absurd to suppose that, because one version only was 
committed to paper, the Composer treated both instru- 
ments in the same way. Mattheson, who entertained no 
mean opinion of his own performances, admits that 
Handel surpassed him * upon the Pedal ' ;^ and we have 
positive proof that he was an accomplished Pedal-player, 
not only when he visited Liibeck, in early youth, 
but to the end of his career. Our histories of Organ- 
building leave us in considerable doubt as to the epoch 
at which the Pedal-board was first used in England. 
Though it is believed to have been invented, at Venice, 
by Bernardo di Steffanino Murer, as early as the year 
1470; to have been weU known, in Germany, in the 16th 
century; and to have been quite certainly in common 
use there in the 17th ; there is no documentary record of 
its introduction into our own country, before the year 
1790, when an Organ with * Pedals to play by the feet' 
was built, by G. P. England, for St. James's Church, 
ClerkenwelL But, this cannot possibly have been the 
first English Pedal Organ ; for, the Concerto in B flat, 
dated Feb. 17, 1740, contains obhligaio passages for 
the feet, embracing stretches of an octave and a half. 
Handel must have played these somewhere in England, 
though it is probable that no one else could do so; 
for which reason they appear in the autograph only. 

We have seen that the 6th Concerto in the First Set was 
"written for the Harp, on which instrument it was played hj the 
yonng^r Powell, of whom we have already spoken, in connection 
with ^The Marmonvnu Blaekafmith* 

3 See Foot-note, page 28. 

z 2 
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Could they have been intended for the Organ at St. Paul's 
Cathedral ? 

Bumey, writing in 1 784, tells us that : 

<0n Handbl'8 first arrival in England, from Greene's great 
admiration of this mastei's manner of playing, he had sometimei 
literally condescended to become his heUowS'hloioer, when be went 
to S. Paul's to play on that Organ, for the exercise it afforded him 
in the nse of the Pedals. Hanbil, after the three o'clock 
Prayers, used frequently to get himself and yonng Greene 
locked np in the Chnroh, together ; and, in summer, often stript 
nnto his shirt, and played till eight or nine o'clock at night.' ' 

Bumey here mentions the Pedals in a matter-of-fact 
way which clearly shows that they were no novelty to 
him, in 1785. But he is not the only witness. We 
know, on other authority, that Handel delighted in playing 
on the Organ at S. Paul's; that the compass of this 
beautiful instrument extended downwards to the 16-feei 
C ; and that, in the year 1720, it was enlarged. 

In *Applebee's Weekly Journal' for Oct. 22, 1720, 
we are told, that : 

' The new stops and addition of notes to the Organ at S. PanPs 
is now finished, and, by the best judges, thought to be the finest 
in Europe.' 

And, on the 29th of August, 1724, the same journal 
reports one of Handel's performances : 

' Last Monday their Eoyal Highnesses, the Princess Anne and 
Princess Caroline, came to S. Paul's Cathedral, and heard the 
famous Mr. Handel (their Mnsick-Kaster) perform upon the 
Organ ; the Beverend Dr. Haro, Dean of Worcester, attending 
on their Boyal Highnesses during their stay there.' 



^ Sketch, in Comm., p. 33, note. When Handel first arriyed in 
England, in 1710, Dr. Maurice Greene was fourteen years old. 
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Whether the above-mentioned 'addition of notes' in- 
cluded a Pedal-board, or not, it is qnite certain that there 
must have been one, in London, sixteen years later ; and, 
that Handel well knew how to use it. Yet, strange to 
say, the fact has neither been noticed by Bumey, by 
Hawkins, nor even by Dr. Chrysander ; nor does either 
of the three make the slightest allusion to the remarkable 
passages which place Handel's Organ-playing before us 
in a light so singularly different from that in which it 
has been hitherto regarded. Sir John Hawkins, without 
entering into technicalities with which he was probably 
not very familiar, describes it in the language of one 
who had often felt the power of its ineffable charm. 
To some of our younger readers, his praises may perhaps 
sound hyperbolical: but those who remember Mendels- 
sohn's Organ-playing will be quite ready to believe every 
word of the following description, and even to admit 
that it might well have been written a century later, 
with reference to the style of the more modem Master. 

< As to his perf ormanco on the Orgaxii the powers of speech are 
so limited, that it is almost in vain to attempt to describe it 
otherwise than by its effects. A firm and delicate touch, a 
volant finger, and a ready delivery of passages the most difficalt, 
are the praise of inferior artists: they were not noticed in 
Handel, whose excellencies were of a far saperior kind ; and his 
amazing command of the instmment, the fulness of his harmony, 
the grandeur and dignity of his style, the fertility of his inven- 
tion, were qualities that absorbed eveiy inferior attainment. 
When he gave a Concerto, his method in general was, to intro- 
duce it with a Yoluntaiy movement on the Diapasons, which stole 
on the ear in a slow and solemn progression ; the harmony dose 
wrought, and as full as could possibly be expressed ; the passages 
constructed with stupendous art ; the whole, at the same time^ 
being perfectly intelligible, and having the appearance of great 
simplicity. This kind of prelude was succeeded by the Con. 
oerto itself, which he executed with a degree of spirit and firm- 
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QMS that no one even pretended (o eqnaL Soch, in gvnand, 
was the manner of hia performance : bat who shall deaoribe 
ita effects on his enraptured auditory? Silence, the traeit 
applause, succeeded, the instant that ho addressed himself to the 
instrument ; and that so profound, that it checked respiration, 
and seemed to controol the functions of natnre, while the magic 
of his touch kept the attention of his hearers awake only to 
those enchanting sounds to which it gavo utterance.'^ 

This is strong language; but, by no means the 
strongest that was used by contemporary writers. An 
anonymous Poet, who signs himself ' A Philharmonidc,' 
contributed to a periodical of the time some verses ^ On 
Mr. Handel's performance on the Organ,' not a whit less 
enthusiastic than Hawkins' glowing prose. 

Oently, ye winds, yonr pinions move 

On the soft bosom of the air; 
Be all serene and calm abovei 

Let not ev'n zephyrs whisper there. 

And oh ! ye active springs of life. 
Whose cheerful course the blood conveys. 

Compose awhile your wonted strife. 
Attend — 'tis matchless Handel plays. 

Hushed by such strains, the soft delight 
Becalls each absent wish and thought ; 

Our senses from their airy flight 
Are all to this sweet period brought. 

And here they fix, and here they rest, 

As if 'twas now consistent grown, 
To sacrifice the pleasing taste 

Of every blessing to this one. 

And who would not with transport seek 

All other objects to remove ; 
And when an Angel deigns to speak. 

By silence admiration prove ? ^ 



^ History of Music, vol, v. bk. 4, chap. 10. 
2 ' Oruh-street Journal,' No. 280, May 8, 1786. 
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Yerses, equally complimentary, appeared in other 
periodicals ; ^ and, so great and lasting was the impression 
made upon the musical world in general, that, as Eomey 
tells ns, ' Public players on keyed instruments, as well as 
private, totally subsisted on these Concertos, for near 
thirty years.' ^ 

The delightful series of Movements known as the 
* Water Mtisick ' having already been described in 
Chapter xiii., and the ^Mtisickfor the Royal FireworkSy 
in Chapter xxxiv., we pass on to the consideration of a 
class of Compositions, in no wise less important, in its 
artistic relations, than that to which our attention has 
lately been directed, though designed on a less extensive 
scale — the various collections of Instrumental Chamber 
Music. 

The original MSS. of the Sonatas, Trios, and Solos 
for the Harpsichord, which form the great bulk of the 
collections to which we allude, have been less completely 
preserved than even those of the Organ Concertos. A 
volume in the Boyal Library, labelled ' Sonatas, contains 
some few complete Compositions of this class, intermixed 
with numerous fragmentary Sketches, and some very 
valuable Orchestral MSS.; and the Fitzwilliam Library, 
at Cambridge, contains countless pieces, more or less 
complete, many of which are adaptations of other works. 
£ut, until these are identified, and reduced to systematic 
order — a work which, it is to be hoped, may not be 
much longer delayed — we scarcely know the extent of 
our treasures in this particular department. 

The earliest printed collection of Chamber Music for 

^ See ' T^ Old Whig,' Jan. 4, 1788. The ' QmtUmaiCs Ifagasine, 
May, 1740, etc. etc. 
- History of Music, vol. iv. p. 429, Note. 
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Solo LoBtraments^ with Continuo, is the Set of Twdce 
Sonatas or Solos for a Vidin or a Oerman FltUe vnth a 
Tlwrough Bass for the Harpsichardf pabliahed, as Op. 1, 
by Walsh, in 1732.^ This yolume — ^undoubtedly pub- 
lished with Handel's sanction — was followed, in 1733, by 
another, known as Op. 2, and entitled, VI Smiates, a deuz 
Violonsy deux Hautbois, ou deux FliUes traversieres 4' Basse 
Continue, Cmnposies Par G. F. Handel. Second Ouvrtuie^ 
These charming Trios, as we should now call them, soon 
became extremely popular; and were followed, in 1739, 
by another set, called Op. 5, containing seven pieces, 
designed on rather a larger scale, comprising a regular 
series of Dance Tunes, after the manner of the Instm- 



' The Tolome contains : 

No. 1. 8<mata d Tmvervi e Sasao, (In E Minor.) 

No. 2. Sonata, Flauto Solo, (In G Minor.) 

No. 3. SoruUa, Violino Solo. (In A.) 

No. 4. Sonata d Flauto e Cembalo, (In A Minor.) 

No. 6. Sonata, Traversa Sola, (In G.) 

No. 6. Sonata. Hautboy Solo. (In G Minor.) 

No. 7. Sonata. Flauto Solo, (In C.) 

No. 8. Sonata, Hautboy Solo, (In C Minor.) 

No. 9. Sonata. Traversa Sola, (In B Minor.) 

No. 10. Sonata, Violino Solo, (In A.) 

No. 11. Soviata. Flauto Solo, (In F.) 

No. 12. Sotwta, Violino Solo, (In E.) 

3 This Tolmne (which was also printed, at Amsterdam, by 
MitTOgel) contains : 



No. 1. Sonata, (In B Minor.) 
No. 2. Sonata. (In G Minor.) 
No. 8. Sonata, (InBb.) 



No. 4. Sonata, (In P.) 

No. 6. Sonata, (In G Minor.) 

No. 6. Sonata. (In G Minor.) 



The Boyal Library contains a copy of these Sonatas, in Smith's 
handwriting; and another beautifully exeoated transcript of the 
Score and Farts. 
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mental Suite. ^ The three Sets of Sonatas were all after- 
wards included in Arnold's great edition ; and some few 
of the pieces have been reviyed, with success, in our own 

day.2 

In addition to these genuine works, Walsh published, 
after Handel's death, a collection of ' Sonatas, or CJiainber 
Aires, for a Gerniaii Flute, Violin, or Harpsichord, 
etc, etc.* in seven volumes, which are merely adaptations 
of Airs selected from the Operas, and Oratorios, con- 
taining nothing more than the Melody (without the 
words), and a Continuo. 

Concerning the Solo Compositions for the Harpsi- 
chord, we have already had so much to say, in a former 
chapter, that it only remains to notice the collections as 
a whole. The original MSS. of these are even more 
fragmentary than those of the Organ Concertos. The 
volume labelled 'Sonatas,' in the Koyal Collection, 
contains two pages of a sketch for the opening Fugue 
of the Fourth Suite, in E Minor, written in Alia brev 



' The Yolame contains : 

No. 1. Sonata, (In A.) 

No. 2. Sonata. (InD.) 

No. 3. Sonata, (In E Minor.) 

No. 4. Sonata. (In G.) 



No. 5. Sonata, (In 6 Minor.) 
No. 6. Sonata, (In F.) 
No. 7. Sonata, (In Bb.) 



' The pablications of the German Handel Society inclade 
a Tolame of Chamber Mnsic, without preface, or date of 
iBsne, which contains (a) Fifteen Solo Sonatas, with Continue; 
(d) Six Sonatas, or Trios, for two Hautboys, and Bass, referred 
to the year 1696, and called Op. 1 ; (e) Violin Sonatas, or Trios, 
oaUed Op. 2 ; (d) Seven Sonatas, or Trios, called Op. 6. In the 
absence of prefatorial information, the presumption is, that the 
Trios referred to 1696 are those mentioned by Bnmey, but no 
longer to be found in the Boyal Oolleotion, and therefore supposed 
to have hopelessly disappeared. (See ante ; p. 13.) 
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time, in notes twice as long as those in the printeii copr : 
but^ as Handel himself superintended the publication of 
the fkst eight Suites, the change in the notation is cleadj 
his own. The same volume contains a Sonctfa for \he 
Harpsichord, in G, on which the elder Smith has written, 
*By Mr, Handel \ Tlie originall and His oxen Handteriting.^ 
A sketch of parts of this will be found in the FitzwiUiam 
Museum,! which contains twenty-two pages of Allemandes, 
Courantes^ etc., from different Suites, besides a consider- 
able number of other fragments. Among these ISfove- 
ments are portions of the first two Suites of Arnold's 
Third Set; complete copies of which, in Smith's hand- 
writing, and headed ^Lessons composed for the Princess 
Louisa* may be seen in the second volume of * Additional 
Songs,' at Buckingham Palace. It is fortunate that this 
dearth of perfect autographs is partly compensated for bj 
copies printed during Handel's lifetime, and with his 
sanction. 

The first Set of Compositions for the Harpsichord 
was printed by Cluer, in oblong folio, on the 14th of 
November, 1720, under the title of Suite de Pieces pour 
U Clavecin, with the caution '/ liave been obliged to 
publish some of the following lessons, because Surreptitious 
and incon'ect Copies of them had got 'abroad. I haxx 
added several neto ones to vuzlce the work more Uiie/til, 
which if it meets icith a favourable recex>tion^ I tcill still 
proceed to publish more, recJconing it my duty, with my 
small talent, to serve a nation from which I have received 
so generous a protection, *G. F. Hanbkl.' 

The work was advertised to be sold, ' at Mr. Christopher 
Smith's, the Sign of the Hand and Musick-book, in 

» Vol. X. 3, 29, pp. 8a-109. 
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Coventry Street, and at Mr. Bich. Meare's. Price one 
guinea. '^ Ite success T^as all that could possibly be 
desired; nevertheless, the promise of more was not 
fulfilled until 1733, when a Second Set of Suites de 
Pieces was published by Walsh, who followed up his 
venture by an immediate reproduction, on his own 
account, of the original First Set.'-^ 

The Second Set was followed, in 1735, by a Set of 
* Six Fugties or Volurdarys for the Organ or Harpsichord, 
{Troisieine Ovarage)/ which are among the very finest of 
Handel's productions for keyed instruments.^ 

Finally, Walsh published, after Handel's death, a 
hybrid work, called, 'A Collection of Lessons for the 
Marpsichord, by Mr, Handel. 4th BooJc,* containing Ga- 
vottes, Minuets, a 'Tambourine,' and other Movements, 
very ineffectively arranged, for the Harpsichord^ and 
evidently spurious. 

^ It contained eight Soitefl : the fifth of which was that con- 
taining the ' Harmonious Blacksmith.* 



Suite I. (In A.) 
Suite 11. (In F.) 
Suite in. (In D Minor.) 
Suite IV. (In B Minor.) 

- The Second Set contained : 

No. 1. Suite, (InBb.) 
No. 2. ChacMvne. 18 Vat, (In 6.) 
No. 3. SuiU. (In D Minor.) 
No. 4. Suite, (In D Minor. 
No. 5. Suite, (In E Minor.) 



Huite F. (In E.) 
Suite VI. (In Ft Minor.) 
Suite VII. (In G Minor.) 
Suite VIII. (In F.) 



No. 6. SuiU. (In G Minor.) 

No. 7. Suite, (InBb.) 

No. a Suite. (InG.) 

Na 9. Chaconne. 62 Far. (In G.) 



^ The volame, hearing the same Opus-mark as the Hautboy 
Concertos f contains : 



Fuga 1. (In G Minor.) 
Fuga 2. (In G.) 
Fuga 3, (InBb.) 



Fuga 4. (In B Minor.) 
Fuga 5. (In A Minor.) 
Fuga 6, (In O Minor.) 
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In 1793, Arnold reprinted Walsh's First and Second 
Sets, under the English title of Lessons for th^ Harpnckord ; 
adding to them a Third Set, containing the Suites alreadj 
mentioned as having been composed for the Princess 
Louisa ; and, completing the series with a fourth volume 
containing the ^Six Fugues or VoluntarysJ^ 

The German Handel Society reproduced all these, in 
1859, with some additional pieces; and Dr. Rimbault 
has printed, in his * History of the Pianoforte/ a delightful 
Caiyriccio, on the authority of the 'Princess Amelia's 
Lesson Book/ 

The careful study of these pieces gives us a very clear 
insight into the style of Handel's Harpsichord-playing, 
which is said, by contemporary writers, to have been 
characterised by a smoothness of touch, and neatne^ of 
execution almost incredible. Bumey tells an amusing 
story of one of his jjerformances. 

' Besides seeing Handbl, myself, at his own house, in Brook 
Street, 'and at Carlton House, where he had rehearsals of his 
Oratorios, by meeting him at Mrs. Gibber's, and at Frasi's, who 
was then my pnpil,I aoqoired considerable knowledge of his pri- 
vate charaoter, and torn for hnmonr. He was very fond of Mrs. 
Gibber, whose voice and manners had softened his severity for 
her want of mosical knowledge. At her hoase, of a Sunday 
evening, he nsed to meet Qoin, who, in spite of native roughness, 
was very fond of Mosic. Yet the first time Mrs. Gibber prevailed 
on Handel to sit down to the Harpsichord, while he was present, 

1 The contents of Arnold's Third Set are : 

Ko. 1. Suite. (In D Minor.) Gomposed for the Princess Lonisa. 
No. 2. Suite. (In G Minor.) Gomposed for the Princess Lonisa. 
Ko. 8. Lesson. (In A Minor.) 
No. 4. Caprieeio, (In G Minor.) 
No. 6. Fcmtasia, (In G.) 
No. 6, Ckaconne, etc. (In F.) 
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on whioh oocasion I remember the g^eat Musician played the 
Oyertnre in Siroe, and delighted ns all with the manrellons 
neatness with which he played the Jig at the end of it.— Qain, 
after Handel was gone, being asked by Mrs. Gibber, whether he 
did not think Handel had a charming hand ? replied — ' a hand. 
Madam ! yon mistake ; it's a foot* * Poh ! poh ! ' says she ; * has 

he not a fine finger ? ' ' Toes, by ! Madam/ Indeed his 

hand was then so fat, that the knuckles, which usually appear 
oonyex, were like those of a child, dinted or dimpled in, so as to 
be rendered concave ; howeyer, his touch was so smooth, and the 
tone of the instrument so much cherished, that his fingers seemed 
to grow to the keys. They were so curved and compact, when he 
played, that no motion, and scarcely the fingers themselves could 
be discovered.' ^ 

In explanation of this, it must be remembered that 
the touch of the Harpsichord was Tery different from 
that of the Pianoforte. The elasticity of wnst, so dili- 
gently cultivated by the Pianist, was useless, or nearly 
80, to the Harpsichord-player, who, caring nothing for the 
sharp spring necessary for modem staccato passages, was 
perfectly contented, provided his wrists were loose, and 
his fingers under independent control. The keys, instead 
of being struck like those of the Pianoforte, were quietly 
pressed down, like those of the Organ, to the touch of 
which instrument that of the Harpsichord very closely 
corresponded. 

^ Sketchj in Comm., p. 35. 



CHAPTER XXXIX. 

EYEKTIDE. 

Besuminq once more the chronological order of onr 
narrative, temporarily disturbed for purposes of analytical 
criticism, we find ourselves still occupied with the events 
of the year 1751, during the course of which Handel 
completed his last great Oratorio, JejpMhcL 

We have seen that the preparation of this importani 
work occupied a longer time, and was subject to more 
serious interruptions, than that of any other that we have 
had occasion to describe ; and there can be little doubt that 
this circumstance is to be in great measure attributed to 
the rapid failure of the Composer's eyesight He had, for 
some time previously, suffered from the premonitory 
symptoms of a terrible disease ; and the evil grew, at last^ 
so serious, that, before the close of the year, he found it 
necessary to place himself under the care of Mr. Samuel 
Sharp, the Surgeon at Guy's Hospital, whose diagnosis 
was to the last degree unfavourable. 

There waS| in fact, no doubt that the symptoms from 
which he suffered were those of incipient gutta sereruL 
^From the moment when this opinion of his case was 
communicated to him,' says Hawkins, ^ his spirits forsook 
him ; and that fortitude which had supported him under 
afiOdctions of another kind deserted him, upon being told 
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that a freedom from pain in the visual organs was all that 
he had to hope, for the remainder of his days.'^ But he 
^visely availed himself of all the aid that medical science 
could give. The 'Theatrical Begister/ for the 4th of 
Majy 1752^ annoimces that — 

Yesterday, Oeorge Frederiok Handel, Esq. was conoh'd by 
Wm. Bramfield, Esq., Sargeon to Her Boyal Highness the Prinoess 
of Wales, when it was thought there was all imaginable hopes of 
snocess by the operation, which must give the greatest pleasure 
to all lovers of Music. 

These hopes^ however, wore cruelly delusive. On the 
27th of January, 1753, another journal informed its 
readers, that — 

Mr. Handel has at length, unhappily, quite lost his sight. 
Upon his being conoh'd some time since, he saw so well, that his 
friends flattered themselves his sight was restored for a oontinu* 
ance ; but a few days have entirely put an end to their hopes. 

Mainwaring,^ Hawkins,\and Bumey,^ lead us to helieve, 
that, from this time, to the end of his life, Handel was 
totally blind. M. Schoelcher,^ who has gone very carefully 
into the question, was led to form a different conclusion, 
on grounds which he has stated, with great deamess and 
impartiality, la his well-known volume. In the Con- 
ducting Score of Jephtha, transcribed by Smith, and now 
in the Public Library at Hamburg, he discovered a Quaver^ 
pencilled, imdoubtedly in Handel's handwriting, in the 
year 1758. The date of the pencilled correction is 
certain; for it occurs in the Quintet, 'All that is in 
Hamor mine,' which was not introduced into the Oratorio, 
until that year: and the trembling character of ihe 

^ Hut. of MusiCy vol. T. lib. 4, oap. 10. 

3 Uemoiirs, p. 138. ' Hist. ofMw., vol. v. Hb. 4, cap. 10. 

« Sketch, in Comm. p. 4. ^ Life qf Handel, pp. 324, 326. 
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note, which is ' rather higher than the line upon which 
the conectoT wished to place it/ demonstrates, says 
M. Schcelcher, that Handel 'had recovered his sight, to a 
certain degree, and that, hj looking very doselj at a thing, 
it was not impossible for him to see a little.' M. Schcelcher 
strengthens this conclusion, by referring to the signatures 
on the three codicils to Handel's WUl, dated, Aug. 6, 1756, 
March 22, 1767, and April 11, 1759.1 In all probabihty 
no evidence more definite than this will ever be produced, 
on either side ; unless, indeed, we should some day diaco?er 
the exact nature of the operation, or operations, per- 
formed on him by Mr. Sharp — supposing him to have 
operated in the first instance — and Mr. Bramfield. If both 
eyes were couched unsuccessfully, Handel must for ever 
afterwards have remained totally and hopelessly blind. 
If one only was couched, it is quite possible, and not in 
the least improbable, that he may have been able to see 
with the other, clearly enough to enable him to add the 
Quaver to the Score of Jephtha. 

However this may have been, so profound was the 
mental depression produced by Mr. Sharp's first cheerless 
prognosis, that, fearing he would nevermore be able to 
conduct his Oratorios in person, he sent to John Christo- 
pher Smith, the son of his old college friend, b^^ng him 
to come to his assistance, without delay. Smith was, at 
that time, travelling on the Continent, with a young man 
of large fortune, from whose friendship and patronage he 
expected great things. But his devotion to his old pre- 
ceptor overcame all thought of self-interest He answered 
the summons, immediately ; and, with his aid, the first 
season proceeded, at Covent Grarden, without interruption 

^ Faonmiles of these Big^atnres were giyen in the handbook for 
one of the Handel FestiTals at the Crystal Palace. 
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of any kind. After this, Handel found that he conld 
manage very well. He played his Concertos, as nsnal ; but, 
of conise, always from memory — a very unusual proceeding 
in those days: and when the exertion became fatiguing, 
he fell into the habit of playing entirely extempore. 

' He oontinned/ says Barney, * to play Concertos and Yolan- 
taries between the parts of his Oratorios, to the last, with the 
same yig^nr of thought and tonoh for which he was eyer so 
justly renowned. To see him, howeyer, led to the Organ, after 
this calamity, at upwards of seventy years of ag^, and then con- 
ducted towards the audience to make his accustomed obeisance, 
was a sight so truly affecting' and deplorable, to persons of 
sensibility, as greatly diminished their pleasnre in hearing his 
performance. Daring the Oratorio season, I have been told that 
he practised incessantly ; and, indeed that must have been the 
oase, or his memory uncommonly retentive ; for, after his blind- 
ness, he played several of his old Organ Concertos, which must 
have been previously impressed npon his memory by practice. 
At last, however, he rather chose to trust to his inventive powers, 
than those of reminiscence : for, giving the band only the 
skeleton, or ritomels of each movement, he played all the solo 
parts extempore, while the other parts left him, €td lihitum, 
waiting for the signal of a shake, before they played such 
fragments of symphony as they found in their books.^ 

From another source we learn that : 

* When Smith played the Organ at the Theatre, during the first 
year of Handel's blindness, Samson was performed, and Beard 
sang, with great feeling, 

Total eclipse — no ««n, no moon, 
All dark, amid the blase of noon, 

< The recollection that Handel had set this air to Masic, with 
the view of the blind Composer then sitting by the Organ, 
affected the audience so forcibly, that many persons present were 
moved even to tears.'' 

1 Sketch, in Comm, pp. 29, 80. 

> Coxe's 'Anecdotes of Eattdel and Smith, p. 46. 

2 A 
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Whether it was Handel's nsual cnstom to conduct fioii 

the Harpsichord, or to beat time with the bdion^ eaimaft 

now be determined with certainty. Popular opinion leans 

towards the former method : but there is evidence on the 

other side. He took with him^ to Ireland, an Organist^ 

named Maclaine ; who, we must suppose, presided at ths 

instrument while the Composer was otherwise engaged. 

It is true, Handel sat at the Harpsichord, for the pnixxse 

of enriching the Recitatiyes and Airs with the harmonies 

indicated by the Continue : but if he did not ' conduct ' 

the Choruses, how are we to understand Pope's well-known 

lines 1 

SiroDg in new arms, lo ! giant Handel standt 
Like bold Briarens, with his hundred hands. 

Surely this metaphor cannot be applied to an Organist^ 
seated at his keyboard. 

The employment of the hdfon, for the purpose of 
beating time, dates from a much earlier epoch than is 
commonly supposed. It has been in use in the Sistine 
Chapel, under the familiar Italian name of the solfa^ from 
time immemorial : certainly since the age of Palestrina, and, 
in all probability, since that of Dufay. This, of course, 
was for Vocal Music only. But the popular idea that its 
tise with the Instrumental Band dates only from the 
present century, is utterly fallacious. A beautiful old 
Harpsichord, made by Buckers, in 1651, and now in the 
Kensington Museum, bears on its sound-board the picture 
of a Concert, performed by Monkeys, one of whonn beats 
time with a baton, exactly as Conductors beat it, at the 
present day. And there is strong reason to believe thai 
this Harpsichord, concerning which we shall have occasion 
to speak again, once belonged to Handel himseU. These 
instances do not decide the question, either one way or 
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the other: bnt, mitil farther evidence shall be forth- 
coming, we may fairly assume that Handel used both 
methoda At any rate, he continned, to the last, to 
conduct his Oratorios in person; and, though he composed 
no new ones, he added new Music, written by Smith, at 
his dictation, to several of the old favourites, including 
Judas MaccdbijeuSy and Je^htha, and entirely remodelled 
one very important work. 

We have spoken of the first performance of H Trionfo 
del Tempo e del Didnganno^ at the Palace of Cardinal 
Ottoboni, in 1708 ;^ and of its revival — ^in Italian — at 
Covent Garden, in 1737.^ We have, now, to speak of 
its reproduction, at the same Theatre, in 1757, 'altered 
from the Italian, with several new additions.' The English 
version, by an unknown author, is a fair translation of 
Cardinal Panfili's poem : but much of the Eecitative has 
been re-set; and the vernacular arrangement contains nine 
entirely new pieces, besides eight adapted from other 
works. In some respects, The Triumph of Tims and Trtdhf 
as this new English version is called, is the most remark- 
able of all Handel's Oratorios. Bemembering that the 
pieces composed expressly for its last revival are inter- 
mingled with others of twenty, and yet others of even fifty 
years old, we should naturally expect to find it disfigured 
by differences of style such as could only be excused on 
the ground that the Composer's intellect was weakened, 
in his blind old age. Yet, so far is this from being the 
case, that we do not believe a hearer unacquainted with 
the history of the work would, for a moment, suspect 
that it had been composed at different times.^ The 

^Seepage 58. ^ See page 205. 

' Fortnsately, this history is clearly elacidated by the MS8. 
we possess. Sixty.four pages of the original Italian versioii of 

2 A 2 
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grander Choroses, though helonging to the period d 
Handera matured Oratorio-style, alternate, witli equal 
flBsthetic congraity, with Airs composed at the thieB 
different epochs of production by which the piece is 
characterised. The last Air — ' Quel del del ministro eMto^ 
in the Italian version, and ' Ouardian Angels, O proied 
me' in the English translation — ^is not only the most 
beautiful of all, but fulfils also the most important office^ 
with respect to the inner meaning of the work — the 
summing up of the whole ; and it is more advanced in 
conception, more ' modem ' in the character of its instni- 
mentation, than any other movement in either of the three 
versions of the Oratorio. Its style — that of an ohMigaio 
dialogue carried on between a Soprano Voice, and a Solo 
Hautboy, accompanied by the Stringed Instruments in 
throbbing chords which maintain an unvarying pulsation 
from beginning to end — would have been welcomed as a 
novelty^ had it appeared in Le Nozze di Figaro or Xa 

1708 — 11 Trvcmfo del Tempo e del Dieinganno — are contained in 
Yol. I. of SoDgB and Sketches,' in the Royal Library, in Handel^ 
handwriting, thoogh without aignature or date. The aaoe 
collection contains a complete Oondaoting Score, written in a 
contemporary Italian hand, with fi^e additional pieces, ia 
Handel'a own handwriting, vis. : a Sonata, at the beginning of 
Fart II.; three Airs, 'Quel del ciel ministro eletto,* 'Fido speeehio,' 
* Foaeo genio ' ; and a BecitatiTe, ' Ed io che il IVmpo ' ; together 
with directions concerning a Concerto and a Coro, which are given 
in fnll in onr accoant of the revival of 1737, at page 205. This 
copy is labelled, U triompTio del tempo. There is also a second 
Oondncting Score in Smith's handwriting, labelled II Triot^ dd 
Tempo e delta Veritd^ which differs in several partioolara froB 
the last: and a third, of the English Oratorio, entitled The 
Triumph qf Time and Truth, also transcribed by Smith, and con- 
taining the latest additions and alterations. It is by oarefol 
examination of these MSS. that we have arriyed at the conda- 
Bions laid before oar readers in the text. 
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deux Jouimies, Yet, this delicious morceau first appeared 
in the Eoman version of 1708; was revived, in that of 
1737; and, finally, formed the most striking charm in 
that of 1757. So true it is, that the inspirations of 
true genius are 'not for an age, but for aU tima' 

The dictation of the additional pieces for this most 
interesting Oratorio must have been weary work for one 
who had, for more than sixty years, been accustomed to 
write down his thoughts as fast as his pen could traveL 
No doubt, Smith did his best to lighten the uncongenial 
labour ; but, we can imagine that the task was a bitter 
one, and tried the hasty temper not a little. Yet even 
this did not represent the last bright flash of the still 
unclouded intellect. After the Oratorio had been per- 
formed four times, in 1757-1758, it was given twice more 
'with several new additions,* It will be remembered 
also, that this was the year in which *All tJicU is in 
Hamor mine' was written for Jephtlui, and corrected 
with the pencilled Quaver. Other Oratorios were per- 
formed, in alternation with these ; and several more were 
given, in 1759, including Solomon and Susanna — both 
* with new additions, and alterations.' Indeed, scarcely 
anything was performed, in those last years, without some 
change, of more or less extent, introduced, either with 
the intention of making the piece more perfect as a Work 
of Art, or for the purpose of adapting it more perfectly 
to the capabilities of the Singers to whom it was entrusted. 

And so the work of amplification, of adaptation to 
change of circumstance, of careful endeavour to turn 
peculiarities of voice, and style, and delivery, and expres- 
sion, to the best possible account, was carried on, un- 
ceasingly and unwearyingly, to the end. The busy spirit 
could not rest. The faculty of invention could not be 
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lesianunedL Notwithstanding all the hindiancea caoaed 
by &iling strength and darkened eyeballs, and the d^^iroi- 
don indnoed by ailments as unwonted as they were 
terrible, the power of genius asserted itself, to the tbxj 
last But the last was very near at hand. The shades of 
evening were growing deeper and deeper. The grasshopper 
was becoming a burthen. The golden bowl was yory aoon 
to be broken ; the silver cord was loosed; and the time 
was very near when he who said he thought he saw all 
Heaven open before him, and the Great (jOD HinnMlfj 
was to witness the reality of his glorious Vision. 



CHAPTER XL. 

THB CLOBINa SOENB. 

Ok Thursday, April 5, 1759, the following notice appeared 
in * The Public Advertifler/ 

' At the Theatre Boyal, in Ooyent Garden, to-morrow, Friday, 
the 6th of April, will be presented a Baored Oratorio called The 
Messiah, being the last time of performing it this season. To 
begin half an hour after six.' 

This was the tenth night of the Oratorio Season, which 
began, that year, on the 2nd of March. Handel had 
already directed nine performances, and it does not appear 
that the public noticed any difference in his apparent 
health : but he was sinking fast) as he himself knew full 
well. ' He was very sensible of the approach of death,' 
says Mainwaring; 'and refused to be flattered by any 
hopes of a recovery.' Hawkins tells us that 'towards 
the beginning of the year 1758 he began to find himself 
decline apace.' Like many other men, distinguished for 
more than ordinary strength of intellect, he was a great 
eater.^ Some months before his death, his appetite 

^ It is a great mistake, to suppose that great thinkers, who are 
also great eaters, are necessarily by nature sensual. The fact 
that exoessive brain-work cannot be maintained without a largo 
■apply of physical nutriment is notorious. The family of one of 
the greatest Btatemien of modem times, noticed that his appe« 
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suddenly and entirely failed. It had never done so 
before: and he at once accepted the symptom as indicative 
of approaching dissolution. From that time forward, he 
quite understood his case to he hopeless ; hut he did not» 
on that account, neglect his duty either to Art, or to the 
puhlic. He played lus Concertos as usual ; directed the 
Orchestra ; and even attended to the financial details of 
his performances, which, during this last season, were 
more prosperous than they had ever been before. A friend, 
who was accustomed to visit him in the treasury of the 
Theatre, after the Concerts were over, told Br. Bumey 
that Hhe money he used to take to his carriage of a nighty 
though in gold and silver, was as likely to weigh him 
down, and throw him into a fever, as the copper money 
of the painter, Correggio, if he had had as far to carry 
it.' This account is, perhaps, exaggerated. But it shows 
that the iron will which had supported its owner through 
so many years of changing fortunes, did not fail him at 
his last extremity. It was naturally to be expected that 
he would die in hamesa And he did. On Thursday, 
the 6th of April, he directed the performance of The 
Messiah in accordance with the terms of the advertise- 
ment: nothing has been said which could lead us to 
suppose that he did so with less than his accustomed 
vigour. But, after the performance was over, he was 
seized with a deadly faintness, the nature of which he 
well understood, and made no attempt to disguise, either 
from himself^ or his friends. On returning home, he was 
placed in the bed from which he was destined no more to 

tite— always abnormally large — ^was to a great extent regolated 
by the importance of the measnres he was bringing forward in 
Ftoliament. Tet, he was neither a gourmar^ nor a goiBnnet^ He 
ate to think ; as Diogenes ate to live. And so did Handel. 
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arise; and the few remaming days of his earthly existence 
were spent in pions preparation for the great change 
which was now so rapidly approaching. There was 
abundant proof that he was not afraid of death. He was 
a devout believer in the truth of Holy Scripture ; and 
frequently told Sir John Hawkins how much the contem- 
plation of the many sublime passages he had set to Music 
had contributed to his edification. ' For the last two or 
three years of his life/ says that affectionate biographer, 
'he used to attend Divine Service in his own Parish 
Church of St. George, Hanover Square, where, during the 
Prayers, the eyes that at this instant are employed in a 
faint portrait of his excellencies, have seen him on his 
knees, expressing, by his looks and gesticulations, the 
utmost fervour of devotion.' Other writers have con- 
firmed the truth of these remarks: and we may well 
believe that the last hours of the stormy life we have 
attempted to describe were not unworthy of the teaching 
instilled by good Frau Dorothea Haendel into the heart 
of her little child at Halle. 

On the morning following this last fatal seizure, the 
^ Public Advertiser ' announced that the usual annual per- 
formance of the Messiah for the benefit of the Foundling 
Hospital, would take place on the 3rd of May, at twelve 
o'clock, 'under the direction of G. F. Handel, Esq.' 
On Wednesday, the 11th of April, Handel added a fourth 
codicil to his will, and signed it himself. On Friday, 
the 13th, the advertisement of the performance at the 
Foundling Hospital was repeated, in the ' Public Adver- 
tiser'; and the same paper contained the amiouncement, 
that, 'Yestbbdat MpRNiNO, DIED G. F. Handel, Esq.' 

And here we are met by an error as puzzling as that 
concerning the great Composer's birthday. 
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Handel did not die on the 12tb of Apiil, 1759. 

Mainwaiing tella tus that he expired on Satniday, the 
14th. Hawkins giyea the same date. Bomey says, that 
'he expired on Friday^ the 13th of April, 1759, and 
not on Saturday y the litJi, as was at first erroneonslj 
engraved on his Monnment and reeorded in his Lif e.^ I 
hare indisputable authority for the contiaiy, as Dr. Warren, 
who attended Handel in his last sickness, not only ie> 
membexB his dying before midnight, on the 13th, bat, that 
he was sensible of his approaching dissolution; and having 
been always impressed with a profound reverence for the 
doctrines and duties of the Christian Religion, that he 
had most seriously and devoutly wished, for several days 
before his death, that he might breathe his last on Good 
Friday, " in hopes," he said, '' of meeting his good €rOi>, 
his sweet Lord and Saviour, on the Day of His Beatmee- 
tion," meaning the third day, or Easter Sunday following.' 
The * Public Advertiser' for April the 16th says, 'Last 
Saturday, and not before, died, at his house in Brook- 

^ The expression, ' at first erroneously engraved on his Monn- 
ment,' needs some explanation. The date to which the historian 
objected, still remains on the If onnment, and bears no trace of 
ever haying been changed. In the engraving given in Buney's 
* Commemoration of Handel/ the words, * died on Gk>od Friday, 
April xiii. MDCCLIX,' have been substituted for the original 
sentence, * died April xiy. MDCCLIX.' On the ground of this 
alteration, Bnrney has been accused of falsifying the inscription. 
But Bnrney was a thorough gentleman, and therefore incapable 
of falsifying anything. Moreover, the falsification of an 4*'"g*^"g 
inscription, openly exposed to the publio> would be absurd. Is 
there, then, any difficulty in accepting the theory, that he recom- 
mended the Dean and Chapter to correct the date which he 
supposed to have been ' at first erroneously engraved ' on the 
Monument ; and published his engraving in the expectation that 
it would be altered accordingly P (See ' Sketch, in Commemora- 
tion of Handel,' page 31.) 
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Street, Giosvenor Square, that eminent master of Music, 
George Frederick Handel, Esq.' Which of these con- 
flicting accounts are we to belieye 1 Our first impulse is 
to accept Dr. Warren's evidence as conclusiye. But, 
within the last twenty-one yeaie, some very important 
testimony has been brought forward, on the other side. 

Handel had a very dear friend, Bernard Granville by 
name, of Galwich, in Derbyshire, who, being away from 
London, in April, 1759, requested Mr. James Smyth, of 
New Bond Street, to send him an account of the Composer's 
decease. Thereupon, Mr. Smyth, who was also on terms of 
intimate friendship with Handel, wrote a very important 
letter, happily still in existence, to the following effect : 

DiAS Sib, 

Aooording to your reqneet to me, when yon left London, 
that I wonld let yoa know when onr good friend departed this 
life— on Saturday last, at eight o'clock in the mom, died the 
great and good Mr. Handel. He was sensible to the last 
moment ; made a codicil to his will on Tuesday ; ordered to be 
buried priyately in Westminster Abbey, and a monument not to 
exceed £600 for him. I had the pleasure to reconcile him to 
his old friends : he saw them and forgave them, and let all their 
legacies stand! In the codicil he left many legacies to his 
friends ; and among the rest he left me £600, and has left to 
you the two pictures yon formerly gSkYe him. He took leave 
of all his friends on Friday morning, and desired to see nobody 
but the doctor, and apothecary, and myself. At seven o'clock 
in the evening he took leave of me, and told me we 'should 
meet again.' As soon as I was gone, he told his servant not 
to let me come to him any more, for that he had now done 
with the world. He died as he lived, a good Christian, with 
a true sense of his duty to God and man, and in perfect 
charity with all the world. If there is anything that I can be 
of farther service to you, please let me know. I was to have 
set out for Bath to-morrow, but must attend the funeral, and 
shall then go next week. 
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After lying hidden from the world for more than a 
centorji this letter was published, in The Autobiographf 
and Correspondence of Mary Granville^ aftertcards Mar^ 
Delany, edited, in six yolumes, by Lady Llanover, in 
1861-J.862. It is now generally held to remoye all doubt 
upon the subject The day and hour are mentioned in 
no uncertain terms, and without the least sign of hesita> 
tion. On the other hand we must not forget that I>r. 
Warren was present when Handel breathed his last, and 
that Mr. Smyth was not The Funeral took place at West- 
minster Abbey, on Friday night, the 20th of Aptil, 1759, 
* at about eight o'clock.' ^ The last resting-place chosen 
for the Composer's remains was in the well-known spot 
caUed Poet's Comer, in the South Transept, near the foot 
of the Duke of Aigyle's Monument^ Though the o^e- 
mony was nominally private, it was really performed in 
the presence of * a vast concourse of persons of all ranks, 
not fewer than 3000 in number:'^ for all London, 
knowing the hour fixed for the interment, was anxious to 
pay its last tribute of respect to the great Genius, who, 
despite his troublous career, was really very dear indeed 
to the heart of every true lover of Music in England. 
The Dean, the Prebendaries, and the whole Choir, took 
part in the Ceremony. Of the Music sung we have not, 
unfortunately, succeeded in finding any record. One 
cannot help hoping that the Funeral AntJiem formed part 
of it; that the fresh young Treble Voice of *the Boy' 

^ UnivertoL Chronicle, April 24, 1759. 

3 The 'London Chronicle' for April 14 had previoosly men- 
tioned a report to the effect that Handel's remains were to be 
laid, near those of Captain Coram, in the Bnrial-groond of the 
Foundling Hospital. 

' Qentleman's Magazine, 



1769.] THE FUNERAL. 865 

moved the congregation with the heavenly strains of / 
hru3W that my Redeemer Kveth ; and, that the Dead March 
was played at the end. The Funeral>Sermon was preached 
by the Dean, Dr. Zachary Pearce, Bishop of Rochester.^ 
The history of Music records few instances indeed of 
snch Funerals as thi& Mozart was carried to the grave 
under circumstances which were a disgrace to lus friends, 
to the people of Vienna, to the Ck>urt, to Art herself. 
Schubert's noble brother starved himself, that he might 
scrape together the insignificant sum necessary to buy the 
little piece of ground in which one of the greatest and 
most cruelly-treated musical Geniuses the world has ever 
seen had expressed a wish to be laid. But^ when Handel 
was committed to the tomb, there was no question of 
fraternal piety; no difficulty in finding a fitting sepulchre; 
no shame to hurl in the faces of pseudo-dilettanti un- 
worthy of the genius they could not comprehend. Three 
thousand men and women thronged, uninvited, to the 
Abbey, to pay their willing homage to the power that had 
enchained their souls. Any number of spectators may 
attend a public funeral. Such spectacles present an 
attraction which certain natures cannot resist, and to 
which they yield so readily, that the density of the 
crowd can by no means be accepted as a guarantee of its 
earnestness. With these three thousand mourners the 
case was very different. Of their own accord, they 
sought admittance to a funeral which was strictly private. 
Yet, they represented the united voice of the entire 
country. For England loved her great Composer very 
dearly indeed. She had neglected him — as is her wont — 
and had well-nigh worn his heart out with her paltry 
persecutions — as is her wont also. But it so happened 
^ Goxe's Anecdotes of Handel, p. 26. 
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that tbe heart she tonnented waa a large one; large 
enou^ to forgive a great deal And her own heart 
waa aa large then aa it ia now : so large that it did not 
diadain to admit itaelf in the wrongs when it was in the 
wrong — and that ia saying a great deal So all England, 
repreaented hy theae three thousand self -chosen delegates^ 
came to say, ' We understand each other, now ; do we 
noti' And you may take our word for it, dear Beadei^ 
there was not a representative of the once inimical 
Nobility there present, who would not have plucked a 
atiawberry-leaf from his coronet, if, by so doing, he could 
have brought back Buononcini's tough-skinned adversary, 
had it been only for a year. 

On the 10th of July, 1762, the Monument which now 
graces the South Transept of Westminster Abbey was 
first exhibited to the public in its present positioii, 
against the western wall.^ The execution of the wodc 
was entrusted to Soubiliac ; who, aided by a cast which 
he took of the features after his friend's decease,^ and 
afterwards retouched with sufficient emphasis to give the 
plaster a fairly life-like appearance, produced a portcail 
said by contemporary writers to be the best in existence. 
The Composer is here represented in a standing postiue, 
looking upwards^ as if in earnest thought, leaning against 
a table, whereon are placed a Horn and other Musical 
Instruments, and holding a pen in his right hand. Thia 
right hand rests lightly on an unfinished Score of the 
Memah, upon which the Composer is supposed to be at 
work, and wherein the opening phrases of I know that 
my Redeemer liveth are diatinctly legible. The back- 

1 Annual Bsgiater, 1762. 

s Engrayed in The Mirror for Jnly 19, 1834 ; and the Dictionarff 
of Mime and Mimeians, voli i. p. 660, a. 
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ground of the composition is occnpied by an Oigan; and^ 
in the upper part of the arch it occupies is placed an 
Angely playing upon a Harp, to the sound of which 
Handel appears to be listening. The inscription beneath 
is becomingly simple.^ 

GEORGE FREDERICK HANDEL, ESQ., 
bom February XXHI, MDCLXXXIV. 
died April XIV, MDCCLIX. 

The grave itself is covered with a stone, bearing the 
inscription : 

GEORGE FREDERIC HANDEL, 
Born y 23 Fbbruaby 1684. 
Died I 14*? op April 1759. 

This record is accompanied by. an escutcheon,^ bearing 
the arms of the Haendel family : a demi-youth, couped, 
holding in lus right hand a vase. The crest represents 
the same figure, between a pair of horns, and borne on 
the helmet of an esquire — i,e, turned, in profile towards 
the dexter side, and with the vizor closed. Handel's 

1 We have seen that Barney altered this inaoription, in his 
engraving, li. Schceloher, though nsuallj pnnctilioiis in his 
regard to faots, gives the false inscription, in terms which lead 
the reader to believe that it is copied from the marble. (See his 
Life ofHcmdel, p. 348.) 

^ The escutcheon is engraved in the handbook of the Handel 
Festival held at the Crystal Palace, in 1862 ; and also on the 
title-page of the photoUthographio reinrodnction of the Auto- 
graph Seore of the Meniah, It will be seen that the name 
Frxdebig is here spelled without a k, which, however, is present 
on the Monument. Handel always spelled it Fbidisic. 



3e8 THE GBAVE-STONE. [chap.xl 

letter to Mr. Golman, in the library of the Sacred 
Harmonic Society, is fastened with a seal bearing the 
same device. 

Beneath this time-worn stone, the Composer of the 
Messiah sleeps well; whUe, on many a Sunday and 
Holyday, the vaolted roof above him rings with straiis 
which have made his name immortal. Here let us leave 
him, to his last long rest, while we return to the old 
house in Brook Street, where much remains to claijoi our 
attention. 

SIT ILU TBBRA L^VIS. 



CHAPTER XLL 

THE WILL. 

The original draft of Handel's Will^ the body of which 
is entirely in his own handwriting, is preserved in the 
Registry of the Prerogative Court of Canterbury, at 
Doctors' Commons. A duplicate, also in his own hand- 
writing, passed from the family of his executor, Mr. 
Greorge Amyand, into the hands of the late Mr. Snoxell, 
of Charterhouse Square. There are four codicils, one of 
which was signed on the Wednesday before his death.^ 
We subjoin a copy of the entire document, which was first 
printed in Clarke's Reminiscences of Handel. 

In thb Namb of God. Amsn. I, George Frideric 
Handel, considering the uncertainty of human life, do 
make this my Will, in manner following, viz. I give and 
bequeath unto my servant, Peter le Blond, my Clothes and 
Linen, and three hundred pounds sterling, and to my other 
servants a year's wages. I give and bequeath to Mr. 
Christopher Smith,^ my large Harpsichord, my little house 
Organ, my Music Books, and five hundred pounds sterling. 
Item, I give and bequeath to my cousin. Christian Gottlieb 

^ Mr. Smyth says, the Tuesday. But the date is indispatable. 
' Bee chapter ziv. 

2 B 
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Handel, of Copenliagen,^ one hundied pounds Btedin^ 

Item, I give and bequeath to my cousin, Magister ChiistoB 

August Both, of Halle, in Saxony,^ one hundred pomuk 

sterling. Item, I give and bequeath to my oousiii, the 

widow of G^ige Taust,^ Pastor of Giebichenstein, iieii 

Halle, in Saxony, three hundred pounds sterling, andtolur 

six children, each two hundred pounds sterling. All tlie 

next and residue of my Estate in Bank Annuities, 1746, 

sst sub. or whatsoever kind or nature, I give and be 

queath unto my dear niece, Johanna Friderica Floente* 

of Gotha, i^ Saxony, bom Michaelsen, in Halle, vhom I 

make my sole Executor of this my last WilL In vitnea 

whereof I have hereto set my hand, this first day d 

June, 1750. 

GsoBOE FniDBxao Handsl 

I, Geoboe Friderio Handel, make this Codicil ^ 
my WilL I give unto my servant, Peter le Blond, two 
hundred pounds additional to the legacy already giv0^ 
him in my WilL I give to Mr. Christopher BnoSk 
fifteen hundred pounds additional to the legacy alrea^ 
given him in my Will. I give to my cousin, Chns^ 
Gottlieb Handel, of Copenhagen, two hundred pounds 
additional to the legacy already given him in my WiO' 
My cousin, Magister Christian August Roth, being dead, 
I give to his widow, two hundred pounds, and if ^ 
shall die before me, I give the said two hundred pounds 
to his children. The widow of George Taust and one of 
her cMdren being dead, I give to her five remainisg 

1 flee the Genealogioal Tree of the HSadel family. 
3 DiakonQS of the Moritskirche, at HaUe. Handel's los^ 
VX& this genUemaa cannot be traced. 

* See the GeneaJQgieal Tree of the Hfindel family. * ^ 
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ehildren three hundred pounds apiece, instead of the 
legacy given to them by my Will. I give to Dr. Morell, 
of Tumham Green, two hundred pounds.^ I give to 
Mr. Newburgh Hamilton,^ of Old Bond Street, who has 
assisted me in adjusting words for some of my compo- 
sitions, one hundred pounds. I make George Amyand, 
Esqnire, of Laurence Fountney Hill, London, Merchant, 
Co-executor with my niece, mentioned in my Will, and 
give him two hundred pounds, which I desire him to 
accept for the care and trouble he shall take in my afiairs. 
In -virtue whereof I have hereunto set my hand and seal, 
this sixth day of August, one thousand seven hundred 

and fifty-six. 

Gbobob Fbidbbio Handel. 

On the day and year above written, this Codicil was 
read over to the said Greorge Frideric Handel, and was by 
him signed and published in our presence. 

Tho. Harris, 

John Hbthsrington. 

I, George Friderio Handel, do make this further 
Codicil to my wilL My old servant, Peter le Blond, 
being dead, I give to his nephew, John Duburk, the sum 
of five hundred pounds. I give to my servant, Thomas 
Eramwelly thirty pounds in case he shall be living with me 
at the time of my death, and not otherways. In virtue 
whereof I have hereunto set my hand, the twenty-second 
day of March, one thousand seven hundred and fifty- 
seven. 

George Frideric Handel. 



^ See chapter ynriii. ^ See chapten zjdy., 

2 B 2 
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On the day and year above written, this Codicil wta 
read over to the said Greorge Frideric EUoidel, and wis 
by him signed and published in our presence. 

Tho. Harris. 

John Hbtherikoton. 

Gborgb Frideric Handkl, do make this farther 
Codicil to my WilL My cousin, Christian Gottlieb 
Handel, being dead, I give to lus sister, Christiana 
Susanna Handelin,^ at Groslar, three hundred pounds, and 
to his sister, living at Pless,^ near TeBchen, in Sil^ii, 
three hundred pounds. I give to John Eich, Esquire^' 
my great Organ, that stands at the Theatre Boyal, in 
Covent Garden. I give to Charles Jeimens, Esquire,^ two 
pictures, the Old Man's Head, and the Old Woman's Head, 

done by Denner. I give to Granville, Esquire,^ of 

Holies Street, the landskip, a View of the Rhine, done 
by Rembrandt, and another by the same hand, which be 
made me a present of some time ago. I give a fair Copy 
of the score and all the parts of my Oratorio, called the 
Messiah, to the Foundling Hospital^ In witness whereof 
I have hereunto put my hand, this fourth day of August, 
one thousand seven hundred and fifty-seven. 

Georob Frideric Handel. 

On the day and year above written this Codicil was 
read over to the said George Frideric Handel, and was 
by him signed and published in our presence. 

Tho. Harris. 
John Maxwell. 

^ See the Genealogioal Tree of the HSndel family. * lb. 
' See page 191, Note. * See page 196, and Note. 

' See chapter xl. * See chapter zszir. 
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I, George Fridbbio HANDBLy make this farther CodiciL 
I give to the Govemors and Trustees of the Society for the 
Support of Decayed Musicians and their families, one thou- 
sand pounds, to be disposed of in the most beneficial manner 
for the objects of that Charity. I give to George Amyand, 
Esquire, one of my Executors, two hundred pounds ad- 
ditional to what I have before given him. I give to 
Thomas Harris, Esquire, of Lincoln's Inn Fields, three 
hundred pounds. I give to Mr. John Hetherington, of the 
First Fruits Offices, in the Middle Temple, one hundred 
pounds. I give to Mr. James Smyth,^ of Bond Street, 
Perfumer, five himdred pound& I give to Mr. Matthew 
Dubourg,^ Musician, one hundred pounds. I give to my 
servant, Thomas Bramwell, seventy pounds additional to 
"what I have before given him. I give to Benjamin 
Martyn, Esquire, of New Bond Street, fifty guineas. I 
give to Mr. John Belcher, of Sun Court, Threadneedle 
Street, Surgeon, fifty guineas. I give all my wearing ap- 
parel to my servant, John de Bourk. I give to Mr. John 
Cowland, of New Bond Street, Apothecary, fifty pounds. 
I hope I have the permission of the Dean and Chapter 
of Westminster to be buried in Westminster Abbey, 
in a private manner, at the discretion of my Executor, 
Mr. Amyand, and I desire that my said Executor may 
have leave to erect a monument for me there, and that 
any sum not exceeding six hundred pounds be expended 
for that purpose, at the discretion of my said Executor. I 
give to Mrs. Palmer, of Chelsea, widow of Mr. Palmer, 
of Chelsea, formerly of Chappel Street^ one hundred 
pounds. I give to my two maid-servants each one year's 
wages, over and above what shall be due to them at the 
date of my deatL I give to Mrs. Mayne, of Kensington, 
^ See chapter xL ^ See chapter zz?iii. 



S74 THB CODICILS. [chaf.xli. 

widow, sister of the late Mr. Batt^ fifty gnineaa. I give 
to Mrs. Downalan, of Charles Street, Berkeley Square, 
fifty guineas. I give to Mr. Beiche, Secretary for the afiaiis 
of Hanoyer, two hundred pounds. In witness whereof I 
have hereunto set my hand and seal,^ this eleventh day 
of April, 1769. 

G. F. HA2n>KL. 

This Codicil was read over to the said Greorge Fndene 
Handel, and by him signed, and sealed, in the presenoe^ 
on the day and year above-written, of us^ 

A. S. BXTBD, 

J. Chbistopheb Sxith. 

The Will, with its four Codicils, was proved, on the 26th 
of April, 1759 ; and, on the 27th of the following August, 
the furniture, at the house in Brook Street,- was sold to 
John de Bourke, for forty-eight pounds, in accordance 
with the terms of an inventory, the original copy of which 
passed into the hands of the late Mr. Snoxell, at the same 
time as the duplicate of the Will From the meagreness 
of the catalogue, one ia led to surmise that Handel must 
have sold his best furniture, when he foxmd so much diffi- 
culty in meeting his liabilities, and neglected to replace it 
afterwards. The ' Fore-parlour,' in all probability Handel's 
study, contained no more than *A square stove, poker, 
shovel, fender, bellows, and brush; a wainscott oval 
table; a square block table; 6 old matted chairs; a 
sconce in a gilt frame ; a chimney glass in ditto ; an old 

^ The seal affixed to the fourth codicil is not impressed with 
the family arms, bat with a bearded head. 

3 Formerly, Ko. 57 ; now, No. 26. On the south side, a few 
doors from New Bond Street. 
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-wbU^ desk; 5 conli^ china coffee caps^ and 6 saucers; 

a bine and white spoon-boat.' In the ' Dineing Boom, 

on the first floor^ were^ ' An iron hearth, with dogs, brass- 

moxinted tongs and shovell; 2 wall<^ round card-tables; 

7 Turall^ matted chairs, and leather stool; 2 sconces in 

gilt frames, a chimney-glass in ditto and broke.' In the 

best bedroom, most probably Handel's own, were, ^A 

bedstead, with white teasteri crimson haritten fmnitarey 

a feather-bed, bolster, and 2 pillows, a white mattress, 

3 blankets, and a quilt; 3 pair of window curtains and 

rods ; a stove, tongues, and poker, 6 old matted chairs, a 

Tricker fire-screen, a glass in wall<^ frame.' And, with 

the exception of the kitchen, these were by far the best 

and most completely fitted rooms in the house. John de 

Bourke's object in securing the furniture is not mentioned. 

He may possibly have taken the house for the purpose of 

underletting it; but, of the ultimate fate of the scanty 

znovables no record has been preserved. 

On the day before the funeral, the approaching per- 
formance at the Foundling Hospital was again advertised 
for the 3rd of May ; but, this time, ' under the direction of 
Mr. SmitL' It took place, as announced; and, on the 
24th of May, another ' performance of Sacred Music ' was 
given, in the Chapel, *in grateful memory of Greorge 
!Frederick Handel, Esq.' From that time, until the year 
1768, the annual performance of the Messiah, for the 
benefit of the charity, was given under Smith's direction. 
From 1769 to 1777 it was directed by John Stanley, the 
blind organist. So well did these two devoted followers 
carry on the good work he had begun, that not even 
death itself put an end to the intimate association he had 
established between the Messiah and Captain Coram's 
charitable foundation ; and it was not until nearly twenty 
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yeais had passed away that the annual perf oimancoB ^rere 
discontinued. 

The UessiaJi was sung thirty-nine times, in all, during 
Handel's lifetime, including the two performances at 
Dublin and eleven in the Chapel of the Hospital ; Judas 
Maccabeus was performed thirty-four times ; SanuoMy 
twenty-nine ; Joseph^ eleven ; Joshua^ eight ; Tlie Choke 
of Herctdes, eight ; Belshazzar^ seven ; JephtJuij seven ; 
Time and Tndh, six; Semele, six; Susanna^ five; 
Theodora^ five; Alexander Bcdvs, five; Hercules^ four; 
Sdamorif three; and the Occasional Oratorio^ three. 

Of the performance of works produced before the visii 
to Ireland, we have not been able to discover so complete 
a record; but it is certain that Edher was performed, 
under Handel's direction, at least twenty-two times ; Ads 
and GcUatea, at least nineteen ; Alexander's Feasi, seven- 
teen ; Satdf sixteen ; L* Allegro, fifteen ; the Ode for St. 
Cecilia's Day, thirteen ; DeboraJi, twelve ; Israel, eight ; 
and Athdliah, eight. And it is quite possible that, in the 
case of Esther and some other early works, these numbers 
may have been considerably exceeded. 



CHAPTER XLIL 

THE MAN. 

OuB most accurate knowledge of the character of great 
men is almost always derived from their^ correspondence. 
Did we know nothing of Mozart or Mendelssohn save 
that which we gather from their letters, we shotdd still 
be ahle to construct a not unsatisfactory hiography of 
either. But Handel's correspondence is deplorably meagre. 
Either he wrote but little ; or the friends with whom he 
corresponded were not careful to preserve the treasures 
committed to their care. Probably he was too busy to 
write. At any rate, the few letters we have reproduced 
in the foregoing pages are almost all the world now pos- 
sesses ; and despite the value of these, as indicative of his 
filial piety, his respectful affection for Dr. Michaelsen — 
the magnate of the family — and his warm friendship for 
Charles Jennens, they do not tell us the hundredth part 
of what we long to know. For farther information we 
must turn to the Eev. John Mainwaring's MemoirSy the 
most valuable record we possess, though compiled from 
materials collected entirely at second-hand;^ to the 'Sketch' 
prefixed to Dr. Bumey's Account of the Musical Perform- 
ances in Westminster Abbey, which furnishes us with many 

' Memoira of the Life of the laie Qeorge Frederic Handel^ 8yo. 
LondoD, 1760. 
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interesting particnlais;^ to the fifth volume of the ffisiarf 
of Music, by Sir John Hawkins, an author who, writing 
always as a scholar and a gentleman, speaks of Handel 
with the tenderness of a personal friend ;^ to the Rev. W. 
Coxe's Anecdotes of Handel and Smith, published anony- 
mously in 1799 ;^ to the Grundlage einer Ehrenpforte and 
Chorg Friedricli Htindels LebensbeschrmhuTig of Mattheson, 
whose writings, with the exception of an erratic date or 
two, may be implicitly trusted by the initiated, since the 
crust of conceit and selfishness with which his facts are 
obscured is of such uniform density that one alwayi 
knows exactly how much allowance to make for it ;* to 
the AtUobtography and Oarrespondenee of Man/ DeUm§ 
— nee Granville — the daughter of the gentleman to whom 
Handel bequeathed his Eembrandts ;^ and to many anothst 
work, of less interest than these, though still to be welcomed 
as contributing some pleasant item to the general store. 

Sir John Hawkins describes Handel as a tall porUy 
man, with finely-marked features, and a placid countenance^ 
'bespeaking dignity attempered with benevolence, and 

^ An Account of the Performances in Westminster Ahhey and 
the Pantheon, in Commemoration of Bandel. By Charles Bamej. 
4to. London, 1785. 

' A General History of the Science ani Practice of Iftwic Bf 
John Hawkins. 4to, 6 yols. London, 1776. 

' Anecdotes of Qeorge Frederick Handel and John Chrietopker 
Smith. London; 1799. 

^ Qrundlage einer Ehren^orte, eto. Von Hattheson. 4to. 
Hamburg, 1740. Oeorg Friedrich Hdndels Lehensbesehreibitngf ete. 
Yon Mattheson. Qvo, Hamburg, 1761. This last work is a 
tzanslation of Mainwaiing's Memoirs, with an original pre£aoe 
and annotations. 

^ The Autobiography and Correspondence of Mary QranviBe, 
aftervMurds Mary Delawy. Edited by Lady Llanoyer. 8yo^ 6 yob- 
London, 1861-1862. 
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evexy quality of the heart that has a tendency to heget 
confidence and ensure esteem.' And this account is cor- 
roborated both by contemporary writers, and the numerous 
portraits stOl extant Dr. Bumey, who played in his 
Orchestra, and therefore saw him frequently under trying 
circumstances, says, ' His countenance, which I remember 
as perfectly as that of any man I saw but yesterday, was 
full of fire, and dignity, and such as impressed ideas of 
superiority, and genius. His general look was somewhat 
heavy, and sour ; but, when he did smile, it was his sire 
the sun bursting out of a black cloud. There was a 
sudden flash of intelligence, wit, and good humour, 
heaming in his countenance, which I hardly ever saw in 
any other.' ' He wore an enormous white wig, and, when 
things went well at the Oratorio, it had a certain nod, or 
vibration, which manifested his pleasure and satisfaction. 
Without it, nice observers were certain that he was out 
of humour.' His portraits represent him handsomely 
dressed, in the fashion of the period, with gold-laced coat, 
and costly ruffles, cocked hat, and sword. Hawkins teUs 
us that ' his gait, which was ever sauntering, was rather 
ungraceful, as it had in it somewhat of that rocking 
motion which distinguishes those whose legs are bowed ; 
but his bearing is described as uniformly dignified and 
courteous. He had been accustomed to associate with 
Princes, from his childhood ; and thoroughly understood 
the art of asserting his own dignity, while rendering all 
possible deference to that of the noble personages with 
whom he was brought into contact — ^a circumstance which 
rendered his social position both an honourable and an 
enviable one. 

Thanks to Meister Gkirge's determination that he should 
enter the legal profession, his education had been liberal. 
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and complete. He was an excellent Latin scholar j was 
well acquainted with both the Italian and the IVench 
languages; and was able thoroughly to appiedate the 
beauties of our best English Poets — a fact which is suffi- 
ciently proved by Ms readings of the verses he set to 
Music. His conversation was carried on in a mixture of all 
languages Dr. Quin, of Dublin, writing to Dr. Bumey, in 
1788, says, 'Mrs. Vernon was particularly intimate with 
him ; and at her house I had the pleasure of seeing and eoa- 
versing with Mr. Handel^ who, with his other excellencies, 
was possessed of a great stock of' wit and humour. No 
man ever told a stoiy with more effect But it was 
requisite for the hearer to have a competent knowledge of 
at least four languages — ^English, French, Italian, and 
German — for in his narratives he made use of them all' 
Dr. Bumey himself writes, ' His natural propensity to wit 
and humour, and happy manner of relating oommon 
occurrences in an uncommon way, enabled him to throw 
persons and things into very ridiculous attitudes. Had 
he been as great a master of the English language as 
Swift, his bon mots would have been as frequent, and 
somewhat of the same quality.' Hawkins's testimony is 
much to the same effect. ' The style of his discourse was 
very singular,' he says. * He pronounced the "Rngliali as 
the Germans do, but his phrase was exotic, and partook 
of the idiom of the different countries in which he had 
resided, a circumstance that rendered his conversation 
exceedingly entertaining.' It is unfortunate, that, in 
transmitting his bons mots and good stories to posterity, 
his biographeis have thought it necessary to attempt a 
veiy poor imitation of his foreign pronunciation, by means 
of a system of orthography, as irritating to the reader, 
as it is inefficient for its pretended purpose. There is 
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nothing vulgar in the imperfect pronunciation of a 
foreigner; but there is infinite vulgarity, and certainly 
no wit, in the attempt of a native to imitate it. Sir 
John Hawkins alone had the good taste to abstain from 
ridiculing the accent of a man whose friendship he prized, 
and whose character he thoroughly respected. 

It has been supposed, that, because he was never 
married, he was by nature a cold-hearted man. This 
is a cruel accusation to bring against the typical old 
bcuihelor : and we have seen, that, in HandeFs case, it 
was utterly untrue. Moreover, he is said to have been 
more than once engaged to be married. First, during 
his residence in Italy, to Yittoria Tesi^ who, by an 
astounding mistake, is described, by F^tis, as * la Grande 
Duchesse Yittoria.'^ Afterwards, to an English lady, 
whose mother objected to the engagement so rudely, 
that the bridegroom in jpro»pedu retired in disgust.^ 
And, finally, to another English lady, of large property, 
who insisted that he should relinquish the practice of 
his Art — a condition with which he refused to comply.^ 

He was a man of deeply religious temperament, and 
delighted, especially towards the close of his life, to con- 
verse on religious subjects, in a tone entirely free from 
sectarian bigotry. Objection has been raised to this, on 
the ground that he was a profane swearer. Of course he 
was. Every gentleman in the eighteenth century swore 
like a trooper. But, thankful as we all must be that, in 
the nineteenth, the habit of using an oath at every other 
sentence is condemned, for its coarseness, by those who 
do not object to its profanity, it is not fair for us to forget 
that many of the expletives used in the time of Unde 

^ Compare with Kainwariog's MemoirB, pp. 60>54. 
3 Core's Anecdotes, p. 2a * IMd. 
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Toby were as meaningless and as innocent as the Moa 
Dieu of a French school-girl at the present day. 

In his mode of life Handel was regular and methodical; 
avoiding parsimony in the management of his establish- 
ment, on the one side, and profusion on the othec Bf 
the time his great financial troubles came upon him he 
had saved £10,000, the whole of which he sold out to 
meet his liabilities, maintaining himself on the ^£600 per 
annum derived from his three pensions, which, through 
the kind offices of Sir Edmund Walpole, were paid to him 
regularly.^ Feeling that his income was at all times 
precarious, he steadily refused to keep a carriage ; thougli, 
after his sight failed him, he was obliged to hire a chariot 
and horses.^ His last Oratorio seasons were so prosperous 
that, as his career drew near its close, he was accustomed 
to lay by £2000 a year ; and at the time of his dea& 
these savings amounted to £20,000.' Yet, though his 
works became at last so popular, and productive of so 
much nobly-earned profit to himself, there never was a 
period at which he was wholly safe from ridicule. In 
April, 1753, a paragraph appeared in the daily papers 
stating that he was preparing his own Funeral Anthem, to 
be sung in the Chapel of the Foundling HospitaL The 
Governors were indignant, and wrote to him to express 
their earnest hope for the long life of one who had done 
so much for the charity. Charity, indeed, was one of the 
brightest ornaments of his character. Even when he was 
upon the brink of insolvency, he gave performances for 
the ' Mxisical Fund,' and other charitable institutions, as 
well as for the Hospital ; and there was not a charitable 

^ HawkinB*B Hist, of Music, toI. y., lib. 4, cap. 10. 
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perfonnance in England at which his music was not per- 
formed, even when he himself could not assist in person. 
This pious custom, originated hj himself, was not for- 
gotten after he had passed away. Bumej, after men- 
tioning the first performance of the Messiah in London, 
continues : * from that time to the present, this great 
work has been heard in all parts of the kingdom with 
increasing reverence and delight ; it has fed the hungry, 
clothed the naked, fostered the orphan, and enriched 
succeeding managers of Oratorios more than any single 
musical production, in this or any other country. Indeed, 
Handel's Church Music has been kept alive, and sup- 
ported life in thousands, by its performance for charitable 
purposes.'^ So truly do a good man's deeds live after 
him, that these words, written in 1785, may with equal 
truth be repeated at the present moment. The example 
set by the composer himself, at Dublin, is still followed at 
all our great charitable festivals ; and the Messiah feeds 
the hungry, clothes the naked, and fosters the orphan now, 
as truly as it did a hundred years ago. But it was not 
only by the exercise of his talent that the warm-hearted 
musician fed the hungry during his lifetime. He gave 
them his money also. ' The widow of his master, Zackau,' 
says one of his biographers, ' being old and poor, received 
from him frequent remittances ; and her son would have 
enjoyed the benefits of his liberality but for his profligacy 
and incurable drunkenness.'^ His kindness to his pupil, 
John Christopher Smith, was planned on a still more 
extensive scale. When the elder Smith— or Schmidt, as 
he was then called — came to England with Handel, in 
1T16, he left his wife and family in Anspach; four 

^ < ConmhemoraUon of HandeV Preface p. ri., and Sketch, p. 27. 
* Ooxe*8 'Anecdotes,* p. 29. 
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years later they joined him in London ; and the yomig 
John Christopher, then eight yeais old, was sent to 
Mr. Clare's Academy, in Soho Square, where his passion 
for music became so clearly apparent^ that^ in 1725, 
Handel removed him from school, and undertook the entire 
management of his musical education, thoroughly ground- 
ing him in the rudiments of the science, though after- 
wards permitting him to continue his studies under 
Dr. Pepusch and Thomas Eoseingrave. From that time 
forward the great Composer never lost sight of his 
clever protSgSf who returned his fatherly affection with 
the gratitude of a dutiful son. When Handel became 
blind, his first thought was to send for Smith ; and 
the readiness with which his now prosperous pupil 
responded to his call showed that his confidence had not 
been misplaced. The elder Smith had, for very many 
years, acted as Handel's amanuensis, and produced finely- 
written copies of all his great works. The son now ful- 
filled this important duty; and wrote, continually, from 
his master's dictation, remaining with him to the last. 
The history of the warm friendship which had ao long 
existed between the young Musician and his venerable 
patron is equally honourable to both But Handel's kind 
intentions were not always so gratefully remembered. 
'He had, after much persuasion,' says Dr. Bumey, 
'received under his roof and protection a boy who had 
been represented, not only as having an uncoounon dis- 
position for Music, but for sobriety and diligence: this 
boy, however, turned out il], and ran away, no one, for a 
considerable time, knew whither. During this period, 
Handel, walking in the Park, as he thought, alone, was 
heard to commune with himself, in the following manner : 
Der Teufell the father was deceived; the mother was 
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deceived; but I was not deceived. He is ein damned 
scoondiel, and good for nothing.' 

Handel was a great admirer of painting; and, until 

his sight began to fail, one of his favourite amusements 

was, to inspect collections of pictures, especially those 

exhibited for sale. We have seen that he bequeathed to 

Bernard Granville some Bembrandts which that gentleman 

had previously presented to him. Goupy, the scene- 

I>ainter, who insulted him so cruelly in his infamous 

caricature, once pretended a great friendship for him. 

His friendships were always warm ones. In early life, 

he delighted in going into society, and was everywhere 

received with open arms ; but, as his old friends died off, 

or dispersed, he did not care to surround himself with new 

ones, but spent much of his time in solitude, and was 

rarely visible, except at Court, or Leicester House, at 

Church, or the Opera, or the Oratorios. These solitary 

habits led him, by degrees, into the singular custom of 

talking to himself, which we have already seen so 

amusingly exemplified in the case of the ungrateful 

runaway. But he was also a keen listener. He once 

told Lady Luxborough that the Melodies of some of his 

beat songs were suggested by the street cries he heard 

around him :^ and the fact is substantiated by a fragment 

in the Fitzwilliam Museum,^ in which he has written 

some sing-song notes against the words, ' B^oy any 

matehes, my matches hwoy^ with the memorandum, 'John 

Shaw, near a brandy shop S^ Giles in Tyburn Boad sells 

matches about' It is only fair to bear this in mind, 

^ Letters written by the late Lady Luxborough to William 

ghenstone, Esq. (London, 1776). 

3 X. 8. 82. John Shaw's ory is in the Fourth Ecolesiastical 

Ifode. 

2 
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while weighing the eTidenoe for and agaiofit the legend of 
' ITie Harmonious BlaekamithJ 

HandeFs temper was choleric ; but he was the last 
man in the world to bear malice : witness his kindness m 
permitting Cunoni to sing in the Messiah^ when her worn 
Yoioe had driven away all her admiiers, after her dis- 
loyalty to him in the days of her prosperity. A still 
more touching story is related of an unfortunate nus- 
understanding which once threatened to put an end to 
his long friendship with the elder Smith. ' Haadel still 
continued to employ Smith senior as his treasurer,' says 
the Bev. Mr. Goxe, ' and their friendly intercouise was 
uninteimpted till they both went to Tunbridge, about 
four years before HandePs deatL But as long friimd- 
ships are sometimes dissolved by the most trivial circum- 
stances, they quarrelled there, and Smith senior left 
Handel in an abrupt manner, which so enraged him, that 
he declared he would never see him again ; and, though 
friends interfered to promote a reconciliation, their inter- 
ference was, for a long time, without effect. After this 
quarrel, Handel took Smith junior one day by the hand, 
and said he was determined to put his name in the place 
of his father, in his wilL Smith declared, if he persisted 
in that resolution, he would instantly quit him, and never 
more assist in the Oratorios : '' for," added he, ** what will 
the world think, if you set aside my father, and leave his 
legacy to me f They will suppose I tried, and suooeeded 
in undermining him for my own advantage." Handel 
yielded to these just remonstrances. About three veeks 
before his death, he desired Smith junior to receive the 
Sacrament with him. Smith asked him how he could 
communicate, when he was not at peace with all the 
world, and especially when he was at enmity with a 
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former friend, who, though he had offended him once, 
had heen faithful and affectionate to him for thirty years. 
Handel was so much affected by this representation, that 
he was immediately reconciled ; and, dying soon after, (in 
the year 1759), left Smith senior two thousand four 
hundred pounds, having before given him one thousand 
pounds.' ^ It is probably to this circumstance that Mr. 
Smyth, of New Bond Street, refers, in his letter to 
Mr. Bernard Granville .^ 

Dr. Bumey, who attended Handel's rehearsals, both 
in Brook Street and at Carlton House, says, ' He was a 
blunt and peremptory disciplinarian on these occasions^ 
but had a humour and wit in delivering his instructions, 
and even in chiding and finding fault, that were peculiar 
to himself and extremely diverting to all but those on 
whom his lash was laid.'^ He had no great opinion of 
contemporary oiganists. He used to say : * When I first 
came hither I found among the English many good players, 
but no composers ; but now they are all composers and no 
players.'* *When the late Reverend Mr. Felton found 
that his first Organ Concertos were well received, he opened 
a subscription for a second set, and begged of Mr. Brown 
(the leader of His Majesty's band) to solicit Mr. Handel's 
permission to insert his name in the list. Brown, who 
had been in great favour with Handel the winter before, 
when he led his Oratorios, remembering how civilly he 
liad been attended by him to thedoor,and had been carefully 
cautioned, after being heated by a crowded room and hard 
labour at the rehearsals in Brook Street, not to stir with- 

^ Coxe's ' Anecdotes of Hatidel and Smith/ p. 48-49. 

^ See chapter xL 

' • History of Music,' vol. ir. p. 667. 

* Sketch in * Commeinoration,' p. 38, Note. 

2 c 2 
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out a chair, had no doubt of success ; but, upon mention- 
ing to him Felton's request, as delicately as possible, one 
morning, when he was shaving, by telling him that he 
was a Clergyman, who, being about to publish some 
Concertos by subscription, was extremely ambitious of the 
honour of his name and acceptance of a book, merely to 
grace his list, without involving him in any kind of 
expense. Handel, putting the barber's hand aside, got 
up in a fury, and, with his face still in a lather, cried out, 
with great vehemence: 'Damn yourself, and go to der 
Teufel 1 A parson make concertos. Why he no make 
sermons t ' ^ 

Mr. Belchier once proposed to him, at Pope's leqnest, 
that he should set that poet's Eurydice to Music Bat, 
remembering that it had already been set by Dr. Greene, 
who was then a determined supporter of Buononqini, Handel 
said : ' It is the very thing what my bellows-blower has 
already set for a Doctor's degree at Cambridge. ' ^ It will be 
remembered, in explanation of this, that Greene had once 
blown the bellows for Handel at S. Paul's. Greene was 
a good Musician, and had been educated in a good old 
English School, though his style was insignificant and 
wanting in the dignity indispensable for good Church 
Music Dr. Cheselden once told Hogarth that John Freke, 
the Surgeon, of St Bartholomew's Hospital, had said that 
Greene was as eminent in Composition as Handel. ' That 
fellow Freke,' cried Hogarth, 'is always shooting his bolts 
absurdly, one way or another. Handel is a giant in Mosic^ 
Greene only a light Florimel kind of Composer.' 'Aye 
said the other, ' but Freke said you were as good a portrait- 
painter as Vandyck.' ' There he was in the right,' quoth 
Hogarth, ' and so I am, give me but my time and a good 

^ Bketoh, in < CommemoratioD,' p. 82, Note. ^ li. p. 32. 
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subject.' ^ When the 'Academy of Antient Musick' insti- 
tated enquiries into the genuineness of the Madrigal pre- 
sented to them by Buononcini as his own, Dr. Greene, 
though one of its most active members, seceded in disgust, 
and set up rival Concerts at the 'Devil Tavern,' near 
Temple Bar ; whereupon Handel said : ' Poor Dr. Greene 
has gone to the Devil.' 

At the time of the Coronation he was very angry with 
the Bishops for sending him the words for his anthems, 
and said: 'I have read my Bible very well, and shall chuse 
for myself.' ^ 

*At Frasi's,' says Barney, *I remember, in the year 
1748, he brought in his pocket, the Duet of Jtidaa 
MaccdbeuSy " From these dread scenes," in which she had 
not sung when that Oratorio was first performed in 1746. 
At the time he sat down to the Harpsichord, and gave 
her and me the time of it; while he sang her part I 
hummed, at sights the second over his shoulder, in 
which he encouraged me by desiring that I would sing 
out. But, unfortunately, something went wrong, and 
Handel, with his usual impetuosity, grew violent: a 
circumstance very terrific to a young Musician. At 
length, however, recovering from my fright, I ventured 
to say that I fancied there was a mistake in the writings 
which, upon examining, Handel discovered to be the case ; 
and then instantly, with the greatest good humour and 
humility said : ' I beg your pardon. I am a very odd 
dog. Master Schmidt is to blam&' ^ 

'When Frasi told him that she was going to leam 
Thorongh-Bass, in order to accompany herself, Handel 

^ BUtwy and OhjecU of tha FowndUng So9p%tal» 
3 Sketch, in < Commemoration,' p. 34. 
> I&.pp. 85, 36. 
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who well knew her want of diligence, said : ' Oh ! what 
may we not expect 1 ' ^ 

^At the dose of an air, the voice with which he 
tiBed to cry out, Chorus! was very formidable indeed; 
and, at the rehearsals of his Oratorios, at Carlton Houae, 
if the Prince and Princess of Wales were not exact in 
coming to the Music-room he used to he very violent^ 
yet, such was the reverence with which His Eoyal High- 
ness treated him, that, admitting Handel to hare had 
cause of complaint, he has been heard to say, ' Indeed, it 
it is cruel to have kept these poor people,' meaning tiie 
performers, 'so long from their scholars and other con- 
cems.' But, if the maids of honour, or any other female 
attendant) talked, during the performance, I fear that our 
modem Timotheus, not only swore, hut called names; 
yet, at such times, the Princess of Wales, with her accus- 
tomed mildness and benignity, used to say, ' Hush ! 
hush ! Handel is in a passion.' " ^ 

Dr. Morell having complained, one day, that the 
Music of one of his Airs did not suit the words, Handel 
flew into a violent passion, crying out^ '' What ! you teach 
me Music? The Music, sir, is good Music. It is your 
words is bad. Hear the passage again. There ! go yoo, 
make words to that Music." 

The objection raised by Dr. Morell must have beecn a 
very stupid one, or Handel would certainly have listened 
to it; for he was not generally offended at intelligent 
criticism, however adverse it might be. He was, at one 
time, on terms of friendly intimacy with the Bev. J. 
Fonntayne, an enthusiastic amateur, whose giandaoo^ 
some fifty years ago, related the following anecdote. 

^ Sketob, in ' Commemoration,' p. 86L 
^ Ih.p 36. Foot-note. 
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' My giandf ather, as I have been told, was an enthusiast 
in mnsicy and ctdtivated most of all the friendship of 
musical men, espedaUy of Handel, who yisited him often, 
and had a great predilection for his society. This leads 
me to relate an anecdote, which I have on the best 
authority. While Marylebone Gardens were flourishing, 
the enchanting music of Handel, and probably of Ame, 
was often heard ftom the orchestra there. One evening, 
as my grandfather and Handel were walking together, a 
new piece was struck up by the band. ' Gome, Mr. 
Fountayne,' said Handel, ' let us sit down and listen to 
this piece ; I want to know your opinion of it.' Down 
they sat ; and, after some time, the old Parson, turning to 
his companion, said, * It is not worth Hstening to-— it is 
very poor stuff.' ' You are right, Mr. Fountayne,' said 
Handel, ^it is very poor stuff. I thought so, myself, 
when I had finished it' The old gentleman, being taken 
by surprise, was beginning to apologise j but Handel 
assured him there was no necessity ; that the music was 
really bad, having been composed hastily, and his time 
for its production having been limited; and, that the 
opinion given was as correct as it was honest." ^ We 
have been told, on other authority, that this gentleman 
took a number of little high-bom pupils into his house ; 
and that the sight of their fresh young faces, as they 
walked to Church in procession, dressed, after the fashion 
of the period, in gold-laced coats, of red, blue, green, or 
peach-blossom velvet, with point-lace tuckers, three-cor- 
nered cocked hats trimmed with gold or silver, sUk 
stockings, and buckled shoes, was one of the prettiest 
things in London. One can fancy the little fellows 
wandering two by two about the Gardens, while the two 
1 Bmiih'B *' HUiory of the Parteh of MwryUhon^^" (London, 1883). 



392 ANBGDOTES. [chap. zui. 

old gentlemen sat down, by themselves, to discuss Qa 
quality of the music : the critical amateur laying doim 
the law with the assurance of a man who understands 
what he is talking about; and the 'great bear's' eye 
twinkling with enjoyment at the prospect of the coming 
fun.i 

Handel's nerves were too irritable to endure the sound 
of tuning ; the Musicians who performed in his Orchestra, 
therefore, tuned their instruments before his arrival One 
evening, when the Prince of Wales was expected to be 
present, some foolish persons untuned them all, for fun. 
' As soon as the Prince arrived,' says Dr. Busby, ' Handd 
gave the signal to b^in, can tpirito, but such was the 
horrible discord, that the enraged Musician started up 
from his seat, and, having overturned a Double-Bass 
which stood in his way, seized a Kettle-drum, which he 
threw with such force at the leader of the band that he 
lost his full-bottomed wig in the effort. Without waiting 
to replace it, he advanced, bare-headed, to the front of 
the Orchestra, breathing vengeance, but so choked with 
passion that utterance was denied him. In this ridiculous 
attitude he stood, staring and stamping, for some moments, 
amidst the general convulsion of laughter ; nor could he 
be prevailed upon to resume his seat, imtil the Prinoa 
went in person, and with much difiEiculty appeased his 
wratL'« 

like many another hopeless old bachelor, Handel pos- 
sessed, in a remarkable degree, the happy art of gaining 
the affections of the young, whose opinion he was far 
from treating with the supercilious contempt affected by 
too many learned pedants. The Princess Boyal, after- 
wards Princess of Orange, was warmly attached to him ; 
^ See Appendix E. ^ 'The ConeerURoom,* vol u. 
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' while he, on his side, was justly pioud of so talented a 
pupil. Though Frederick, Prince of Wales, patronised 
the rival Opera Company, the Princess remained faithful, 
to the last, to her revered preceptor ; and one of her last 
thoughts, on leaving England, after her marriage, was, 
to recommend him to Lord Hervey, in the hope that that 
powerful Nohleman would stand his friend, when she was 
no longer present to take part against his implacahle 
opponents. Even the Prince of Wales changed sides, at 
last ; and the young Prince George, afterwards King 
George UL, was one of his most devoted admirers. 
Southey tells us that Handel asked the king, then a 
young child, and listening very earnestly while he played 
if he liked the Music, and the Prince warmly expressed 
his pleasure. 'A good hoy, a good hoy,' he cried ; 'You 
shall protect my fame when I am dead.' ^ Bumey tells 
the same story in different words; and accompanies it 
with suhstantial proof of the truth of the prophecy 
inasmuch as he, the most learned musical critic of his 
day, confesses himself indehted, in certain instances, to 
the acuteness of the Bang's critical remarks upon the 
peculiar genius of Handel's Music 

Bumey teUs innumerahle anecdotes relating to the 
humorous side of Handel's character; and many others^ 
of similar import, are related hy the Sev. Mr. Coxe, and 
other writers. Most of them have been retailed, over 
and over again, with a persistency worthy of the jokes of 
Joe Miller: but our readers would scarcely forgive us, 
did we neglect to reproduce them. 

An English Singer, named Gordon, once found fault 
with his method of accompanying. High words ensued ; 

^ * Oommonplace Book,' Southey has the good taate to relate 
the anecdote in plain English. 
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and Grordon finished by saying, that, if Handel peniaied 
in accompanying him in that manner, he would jump 
upon his Harpsichord and smash it to pieces. 'Oh!' 
replied Handel, ^ let me know when you will do thai^ 
and I will advertise it ; for I am sure more people will 
come to see you jump, than to hear you sing.' 

This story is perfectly consistent with the account which 
Bumey gives, in several different places, of his caustic wit 
We have already quoted one passage to this effect In 
another place, the same Historian says : — ' He was im- 
petuous, rough, and peremptory in his manners and coDr 
venation, but totally devoid of ill-nature or malevolence; 
indeed, there was an original humour and pleasantly in 
hb most lively sallies of anger and impatience, which, 
with his broken English, were extremely risible.' ^ 

'One night, when Handel was in Dublin, Dubouig 
(a well known violin player of that time), having a solo 
part in a song, and a close to make ad lihUuimy be 
wandered about, in different keys, a good while, and 
seemed indeed a little bewildered, and uncertain of his 
original key ; but, at length, coming to the shake which 
was to terminate this long close, Handel, to the great 
delight of the audience, cried out, loud enough to be 
heard in the most remote parts of the Theatre, ' You are 
welcome home, Mr. Dubourg.' * 

The best proof that these little sallies were not ill- 
natured lies in the fact that they sometimes tamed 
against himself. Not even in the midst of his deepest 
affiction could he resist his natural propensity to joke. 
Mr. Coxe tells us that, ' His surgeon, Mr. Sharp, having 
asked him if he was able to continue playing the Organ 
in public, for the performance of the Oratorios, Handel 
^ Sketch, in ' Commhefnyoration,* p. 81. ' lb. p. 27* 
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replied in the negative. Sharp recommended Stanley 
(also a blind man), as a person whose memory never 
failed ; upon which Handel burst into a loud laugh, and 
said, 'Mr. Sharp, have you never read the Scriptures? 
Bo you not remember, if the blind lead the blind, they 
fall into the ditch r 1 

In corroboration of Bumey's account, Mr. Coxe tells us 
that, 'In temper, he was irascible, impatient of contra- 
diction, but not vindictive; jealous of his musical pre- 
eminence, and tenacious in all points which regarded his 
professional honour.' ^ 

When Gluck came first into England, in 1745, he 
was neither so great a Composer, nor so high in repu- 
tation as he afterwards mounted ; and I remember when 
Mrs. Gibber^ in my hearing, asked Handel what sort of 
Composer he was ; his answer, prefixed by an oath, was, 
'he knows no more of Contrapunto as mein cook. Waltz.' 

This sounds illiberal, yet there is little doubt that it is 
substantiaUy true. Gluck had been educated in Italy, 
where Counterpoint was then very imperfectly cultivated ; 
and it is not at all unreasonable to believe that many a 
good singer had managed to pick up as good a knowledge 
of it as he. When Handel met him, he had not even 
recognised the necessity for the great reform which has 
made every later Dramatic Composer his debtor. Had he 
been a great Contrapuntist, it is more than probable 
that that reform would never have been projected ; for he 
would have known how to enrich his productions with a 
musical interest which would have tended to lull him into 
f orgetfulness of their dramatic shortcomings. Later on^ 
bis Counterpoint underwent as complete a chaise as his 

^ Anecdotes, p. 44. ' Ih. 

' Bketoh, in ' Commemcration ' p,9B, 
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mode of diamatic treatment ; and, in process of time, hs 
became one of the greatest Composers on record : but hs 
own compositions prove that, at this early period, his 
future greatness was but very faintly foreshadowed. Had 
he followed the path he at first selected, he could scarcely 
have hoped to rise higher than Hasse. We may well 
believe, therefore, that Handel was just, if not generoos, 
in his criticism. 

One of Burney's best-known and most frequently- 
repeated anecdotes is an unpleasant one, relating to 
Handel's proverbial attachment to the pleasures of the 
table. Bumey, who gives it at second-hand only, relates 
it in the following words : 

'The late Mr. Brown, leader of His Majesty's band, 
used to tell me several good stories of Handel's love of 
good cheer, liquid and solid, as well as of his impatience. 
Of the former he gave an instance, which was accidentally 
discovered at his own house in Brook Street, where Brown, 
in the Oratorio Season, among other principal perf ormeis, 
was at dinner. During the repast Handel often cried out : 
' Oh ! I have the thought ; ' when the company, unwilling 
that, out of civility to them, the public should be robbed 
of anything so valuable as his musical ideas, begged he 
would retire and write them down ; with which request, 
however, he so frequently complied that, at last, one of 
the most suspicious had the ill-bred curiosity to peep 
through the keyhole into the adjoining room, when he 
perceived that these * thoughts ' were only bestowed on a 
fresh hamper of Burgundy, which, as was afterwards dis- 
covered, he had received in a present from his friend the 
late Lord Radnor, while his company was regaled with 
more generous and spirited port'^ 

^ Sketch, in ' Commemoration,* p. 82, Note. 
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Tradition asserts that, on another occasion, finding it 
convenient to dine at a tavern, he ordered dinner for 
three. The repast was so long in preparation that he 
grew impatient and sent for the host. 'Why do you 
keep me so long waiting?' he asked, with the impetuosity 
of a hungry man. 'We are waiting till the company 
arrives,' said the innkeeper. ' Then bring up the dinner, 
presiimmOf^ said Handel, ' I am the company.' 

It is certain that Handel had a great appetite ; though 
we may be sure that the circumstance has been grossly 
exaggerated. 

In touching contrast to these absurd stories. Shield 
tells us that when Handel's servant used to bring him his 
chocolate in the morning, 'he often stood silent with 
astonishment to see his master's tears mixing with the ink 
as he penned his divine compositions.'^ And Burgh 
relates that 'a friend, calling upon the great Musician 
when in the act of setting those pathetic words, 'He was 
despised and rejected of men,' found him absolutely 
sobbing.' ^ 

Dr. Beattie tells us that, 'Some days after the first 
exhibition of the divine Oratorio, The Meadah^ (at 
London), Handel came to pay his respects to Lord 
Kinnoul, with whom he was particularly acquainted. 
His lordship, as was natural, paid him some compliments 
on the noble entertainment which he had lately given the 
town. 'My lord,' said Handel, * I should be sorry if I 
only entertained them. I wish to make them better.' ^ 

In strict conformity with the more serious side of his 
character, exhibited in the two last anecdotes, is the in- 

1 Intro&vicUon to Harmony, ^ Anecdotes of Music, 

s Seattle's < Letters,' vol. ii. p. 77. The anecdote was told to 
Dr. Beattie by Lord KinQool himself. 
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variable courtesy obeervable in his conespondenoe ; a 
politeness no less strongly marked in the letters he wrote 
to his beloved brother-in-law, than in tiiose addressed to 
the British Envoy, or Mr. Jennens. When pencilling tiie 
most rapid annotations in his Scores he scarcely ever 
neglected to apply the title * Mr.' or ' Sign-' to the singes 
to whom his airs were assigned, even when the same 
names occurred seven or eight times in the same work 
The dedication of Radamisto to King George L attains an 
admirable mean between the humility of a subject addiesB- 
ing his Sovereign, and the pride of an artist conscious of 
the dignity of his work. 

*Sir, 

* Hie protection which yonr SCajesty has been gracioa^ 
pleased to allow both to the art of xnoaick in general, and to ooe 
of the lowest^ though not the least dutiful of your liajeity's 
aervantfl, has emboldened me to present to yoor Majesty, with 
all dae hnmilitj and respect, this my first essay to that 
I haye been still the more enoouraged to do this, by the 
approbation yoor Majesty has been pleased to give to the mnAck 
of this Drama, which, may I be permitted to say, I yaloe not so 
mnoh as it is the judgment of a great monarch as of one of Qie 
most refined taste of the art. My endeavours to improye wliicli 
is the only merit that can be pretended by me, except that of 
being, with the ntmost humility, Sir, your Majesty's most deToted, 
most obedient, and* most faithful subject 

'Gbobos Fbidsbic Hakdsl.' 

How favourably does this dignified address, with iii 
well-turned compliment to the King's good taste, oontzast 
with the vapid conventionality of Aaron Hill's dedication 
of Rinaldo to Queen Anne I 

'Madam, 

'Among the numerous arts and sciences whidi now dis- 
tinguish the best of nations, under the best of Queens, Music, tJie 
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mosfc engaging of the train, appears in charms we nerer saw her 
wear till lately; when the nniyersal glory of yonr Majesty's 
illnstrions name drew hither the most celebrated masters from 
every part of Europe.' 

But Handera behaviotu to other Sovereigns than his 
own was sometimes characterised by an independence of 
spirit not very easily justifiable; witness his conduct 
towards a certain foreign Potentate, at Aix-la-Chapelle. 
'Being informed, at the Spa,' says the Bev. Mr. Coxe, 
* that the King of Prussia was expected, and proposed to 
be witness of his musical powers, to the great disappoint- 
ment of the monarch, he quitted the place some days 
before his arrival ; unwilling to expose himself to solicita- 
tions he had determined not to comply with, or to 
commands which he could not resist.'^ 

The first volume of the 'Somerset House Gazette/ 
published in 1823, feigns to repeat a curious conversation 
with Handel, which has sometimes been mistaken for an 
authentic record. The supposed discussion is reported, by 
its fictitious narrator, ' Mr. Ephraim Hardcastle,' as having 
taken place at the house of his great-uncle, ' Mr. Zachary 
Hardcastle,' an old gentleman of refined taste and extensive 
acquaintance with artists and literary men, residing in 
Paper Buildings. CoUey Gibber and Dr. Pepusch are 
represented as sitting down to breakfast with the venerable 
dilettante^ intending to go with him afterwards^ to hear some 
distinguished candidates compete for the appointment of 
Organist at the Temple Church. Dr. Ame is expected ; 
bat, before his arrival, Handel walks in, and thus 
begins the conyersation : ^ 

^ jifMCiioeet, p. 27. 

^ We give the hufcoiy without oartailmwit^ bat in modem 
Bsglish, the original orthography being almost nninteUjgible in 
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' '^ What ! mine dear f riend, Hardcastle — ^what ! Yos 
are merry by times. What I Mr. Colley Gibber, too ! 
Ay, and Dr. Feposch as well 1 Well, that is comical! 
Well, my friends, and how wa^ the world wiUi yos, 
mine dears f Pray, pray, do let me sit down a moment' 

' Pepasch took the great man's hat, Colley Gibber took 
his stick, and my great-uncle wheeled round his reading- 
chair, which was somewhat about the dimensions of tint 
in which our Kings and Queens are crowned ; and &f^ 
the great man sat him dowit 

* « Well, I thank you, gentlemen ; now I am at mitt 
ease once more. Upon mine word, that is a picture of i 
ham. It is very bold of me to come to breakfast vitt 
you uninvited ; and I have brought with me a notalik 
appetite, for the water of old Father Thames is it not t 
fine bracer of the stomach 1 " 

< " You do me great honour, Mr. Handel," said ay 
great-uncle, '' I take this early visit as a great kindness." 

'"A delightful morning for the water," said Coll^ 
Gibber. 

* ** Pray, did you come with oars or scullers, Mr. Handdf 
said Pepusch. 

' " Now, how can you demand of me that silly question! 
you, who are a Musician, and a man of science. Dr. Peposeb- 
What can it concern you, whether I have one watermans, 
or two watermans — ^whether I pull out mine purse for to 

oertaia passages, without a glossary. An exact reprint—in ^^ 
saoh words as * Dems/ ' togders,' ' py dimes/ ' gondest/ ' ^ 
*pnte,' 'Chorge,' ' vodtermans,' 'praoer/ *facd,* *pode,"gonu*^^ 
and the like, appear in eveiy line, as the equivalents of <Thas>^ 
•doctors,' 'by times,* * contest,' *pat,' 'put,' 'George,' *^^- 
man,' 'bracer,' 'fact,' 'but,' 'comical,' etc. etc.— wiU be foondit 
page 826 of M. Sohoeloher's ' Life of Handel ; ' but copies d ^ 
original ' Gkoette ' are now rather scarce. 
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pay one shilling, or two. Diavolo ! I cannot go here, or 
I cannot go there, but some one shall send it to some 
newspaper, as how Mr. George Frideric Handel did go 
sometimes last week in a waterman's wherry, to break his 
fast with Mr. Zac Hardcastle ; but it shall be all the fault 
with mineself, if it shall be put in print, whether I was 
rowed by one watermans, or by two watermans. So, 
Dr. Pepusch, you will please excuse me from that." ' 

' Nothing made Handel so peevish, in his latter days, as 
being questioned about trivial matters. He used to say, 
''If a man cannot think but as a fool, let him keep his 
fool's tongue in his own fool's mouth." But Handel^ for 
all these little impatient humours, was a kind and good- 
hearted man. 

* Poor Dr. Pepusch was, for a moment, disconcerted, but 
it was forgotten in the first dish of coffee. 

* " Well, gentlemen," said my great-uncle Zachary, look- 
ing at his Tompion, '' it is ten minutes past nine, shall we 
wait more for Dr. Ame 1 " 

' ^^ Let us give him another five-minutes' chance, Master 
Hardcastle," said CoUey Gibber ; " he is too great a genius 
to keep time." 

* " Let us put it to the vote," said Dr. Pepusch, smiling. 
«' Who holds up hands 1 " 

* " I will second your motion, with all my heart," said 
Handel. ^' I will hold up my feeble hands for mine old 
friend 'Gustus,^ for I know not who I would await for, 
over and above mine old rival, Master Tom.^ Only, by 
your permission, I will take a sncusk of your ham, and a 
slice of French loU, or a modicum of chicken ; for, to tell 

1 Meaning Dr. Ame; whose name, however, was not Angostos, 
but Angnstine. 
^ Dr. Peposoh, whose name was Thomas. 

2 D 
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you the honest fact) I am all but f ami&hed, for I laid me 
down on mine pillow in bed, the last nighty without mine 
supper, at the instance of mine physician ; for which I 
am not altogether inclined to extend mine fast no longer.*" 
Then, laughing, *^ But, perhaps, Mr. Golley Gibber, you 
may like to put that to the vote) But I shall not secoiod 
the motion, nor shall I hold up mine hand, as I will, by 
permission, employ it some time in a better offica So, 
if yoQ please, do me the kindness to cut me a small slice 
of ham." 

* At this instant, a hasty step was heard on the stairs, 
accompanied by the humming of an air, all as gay as the 
moming, which was beautiful and blight. It was Uie 
month of May. 

' ^'Presto/ be quick 1" said Handel (he knew it was 
Arne) ; ''fifteen minutes of time is pretty well, for an 
€td libihtvu" 

' " Mr. Arne," said my great-uncle's man. 

' A chair was placed, and the social party b^an their 
dSjeHner. 

'"Well, and how do you find yourself, my dear sir I'' 
enquired Arne, with friendly warmth. 

< t* Why, by the mercy of Heayen, and the waters of 
Aix-la-Chapelle, and the attentions of mine doctors and 
physicians and oculist, of late years under Providence, I 
am surprisingly better, thank you kindly, Mr. 'Gustos. 
And you have been also doing well of late, as I am pleased 
to hear. You see, sir,' pointing to his plate, ' you see, sir, 
that I am in the way for to recruit mine flesh with the 
good viands of Mr. Zachaiy Hardcastle." 

* " So, sir, I presume you are come to witness the trial 
of skill at the old Boimd Church? I understand the 
amateurs expect a pretty sharp contest f " said Ame. 
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* " Contest," echoed Handel, laying down his knife and 
fork. *^ Yes, no doubt ; your amateurs have a passion for 
contest. Not what it was in our remembrance. Hey, 
mine friend ? Ha, ha, ha ! " 

* " No, sir ; I am happy to say those days of envy and 
bickering and party feeling are^ gone and past. To be 
sure, we had enough of such disgraceful weapons. It 
lasted too long." 

*"Why, yes, it did last too long. It bereft me of 
mine poor limbs ; it did bereave me of that what is the 
most blessed gift of Him what made us, and not we our- 
selves. And for what I Why, for nothing in the world 
but the pleasure and pastime* of those who, having no wit, 
nor no want, set at loggerheads such men as live by their 
wits, to worry and destroy one and another, as wild beasts 
in the Colosseum, in the time of the Romans." 

* Poor Dr. Pepusch, during the time of this conversation, 
as my great-uncle observed, was sitting on thorns ; he was 
in the confederacy professionally only. 

' " I hope, sir," observed the Doctor, " you do not 
include me among those who did injustice to your 
talents?" 

' '* Not at all^ not at all ; God forbid ! I am a great 
admirer of the Airs of the Beggafs Operay and every 
professional gentleman must do his best for to live." 

* This mild return, couched under an apparent compli- 
ment, was weU received ; but Handel, who had a talent 
for sarcastic drollery; added : 

*"But why play the beggar yourself. Doctor, and 
adapt old ballad humdrum, when, as a man of science, you 
could compose original Airs of your own ? Here is mine 
friend 'Gustus Ame, who has made a road for himself 
for to drive along his own genius to the Temple of Fame." 

2 D 2 
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'Then, taming to our illustrious Ame, he continued: 
' " Mino good 'Gustus, you and I must meet together 
eome time before it is long, and hold a tete^-ietf of old 
days what is gone ; ha, ha ! Oh ! it is comical, now it is 
all gone by. 'Gustus, do not you remember, as it vas 
almost only of yesterday, that she-devil Cuzzoni and that 
other precious daughter of iniquity, Beelzebub's spoiled 
child, the pretty-faced Faustina 1 Oh ! the mad rage what 
I haye to answer for, what with one and the other of 
these fine ladies' airs and graces. Again, do you not 
remember that upstart puppy, Senesino, and the coxcomb, 
Farinelli? Next again, mine sometimes notable rival, 
Buononcini, and old Porpora ) Ha, ha, ha ! All at 
war with me, and all at war with themselves. Saeh 
a confusion of rivalships, and double-facedness, and 
hypocrisy, and malice, what would make a comical subject 
for a Poem in rhymes, or a piece for the Stage, as I hopes 
to be saved." ' 

This quaint recital reads so like the truth, that tro 
well-known writers have gone so far as to speak of its 
authenticity as not altogether beyond the bounds of po^ 
sibility. It is known, however, to have been contiibnted 
to the * Somerset House Gazette' by Mr. W. H. Pyne, 
the once popular author of ' Wine and Walnuts,* and of 
numerous clever sketches, written, some sixty yeais ago, 
under the 7wm deplume of 'Ephraim Hardcastle.' StOl, 
it forms so pleasant a picture, and accords so closely with 
known facts, that it leaves but little more to be said con- 
eeming the manners and personal characteristics of the 
great Composer. 



CHAPTER XLIII. 

THE GENUS. 

If it be true, that a great man's character is most easily 
learned from his letters, it is still more certain that the 
inner Hfe of a great Artist is most clearly depicted in the 
autographic records of his works. And, in Handel's case, 
^e are as rich in these precious memorials as we are poor 
in the reliques of his correspondence. The original auto- 
graphs of almost all his works are still in existence ; and 
very few of them are seriously incomplete. We propose, 
in our next chapter, to enumerate them, and mention the 
various collections in which they are to be found. For 
the present, it is enough to say that nearly all are preserved 
in the Eoyal Library, at Buckingham Palace. 

While collecting together the materials for our present 
work, we enjoyed, by Her Majesty's gracious permission, 
the privilege of subjecting these priceless MSS. to a careful 
and minute analysis, the result of which has increased, in 
no small degree, the amount of information we have been 
enabled to lay before our readers in the foregoing pages. 
The opportunity thus afforded us of communing with the 
great Musician through the medium of the lines traced by 
his own cunning right hand impressed us, more forcibly 
than we had ever been impressed before, with the depth 
of the intimacy which reverent study may establish with 
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departed genius. A world of information is conveyed by 
the firmness with which one passage is written, as com- 
pared with the hesitating touch which characterises another. 
Every change of intention teaches a lesson. Every note 
crossed out indicates a process of mental induction, which 
careful observation may enable tlie sympathetic student 
to interpret, with such certainty of arriving at the truth, 
that he learns, at last, not only to recognise the partieular 
phase of feeling imder which the original note was written, 
but to understand why the Composer was dissatisfied with 
it, and to predicate the note that will certainly be written 
in its stead. And so there grows up, between the student 
and the Master, a community of artistic intelligence which 
the life-long study of printed books could never by any 
possibility establish. One learns to think of the writer 
as a personal friend ; and to ask him questions to which 
no living critic, unacquainted with the MSS. themselTes, 
could give a really satisfactory reply. Many and many a 
time, when we have been puzzled by soma enigmatical 
erasure, or half illegible annotation, a few minutes' dose 
observation of the caligraphic peculiarities of the passage, 
has solved our doubts as completely as they could have 
been solved, had Handel himself walked into the room in 
which the MSS. are kept, to tell us what he meant. 

Let not our readers think we are romancing ; we aie 
describing the most matter-of-fact process in the world. 
The style of the handwriting in which Handel's chan^ 
of intention is indicated, in the Subject of the Amen 
Chorus, describes his motive for that change with a 
clearness which no one who has only seen the printed 
copy can ever thoroughly understand. Surely, it is only 
reasonable that this should be so. When our friend's 
handwriting grows unsteady from infirmity, or haste, we 
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do not think it romantic, either to notice change, or to 
attribute it to its true cause. Yet, in Handel's case, a 
little tinge of veritable Romance would not be altogether 
out of place. We have, all of us, been too much in- 
clined to think of him as a man of unprecedented talent, 
gifted with a clear-sightedness which enabled him to seize 
upon fortune at the flood, in such wise as to command 
success, even under the most adverse circumstances; to 
retrieve his losses, when ruin seemed inevitable ; to fight, 
single-handed, against a force strong enough to have 
crushed any ordinary mortal at a blow ; to strike out a 
new style, when the old one failed, and, by this expedient, 
to build for himself, in his old age, a higher and more 
extended reputation than he had enjoyed in his youth. 
His biographers, one and all, have fostered this idea. 
They have presented him to us as an accomplished man 
of the world, gifted, it is true, by the most extraordinary 
talent for Music that ever was implanted by N^ature in a 
mind capable of cultivating it, but still, wide awake to 
his own interests. And all this is perfectly true, as far 
as it goes. £ut there is something more behind. Talent 
is not genius. The one produces, for the world : the 
other creates, for the realisation of its own dream. We 
may rest assured, that, unless the Poet, the Painter, or 
the Musician, be a dreamer also, he mistakes the cultiva- 
tion of natural aptitude for the Divine Fire which can 
only cultivate itself. * But,' says the man of the world, 
'all this is mere visionary transcendentalism, for Handel 
was the most unimaginative being that ever lived: a 
busy speculator; a bon vivant; a proud ambitious spirit, 
determined to dimb to the top of the tree, let who would 
try to pull him down. If Handel dreamed at all, it was 
of wealth, and greatness, of fall houses, and rounds of 
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loud applause; not of the dim shadows of Romance t 
Was it sol We have, of set purpose, dwelt long and 
lovingly upon the history of his early years, in order to 
prove the exact contrary. Was the child who hid bis 
darling Clavichord in the loft beneath the stork's nests 
no dreamer ? Was it possible that he could have Ustened 
to its silvery Mouse-Music — as the Germans call it— and 
striven to reproduce upon it the Hymns that floated down 
towards him from the bridge between the towers of tlie 
Liebfrauenkirche, without surrounding himself with a 
veiy atmosphere of Romance, powerful enough to tinge 
eveiy thought, and prompt every action, of his happj 
childhood 1 Quiet old Halle, as it existed, then, was a 
Paerieland for him. When he ran after the coach, on its 
journey to Weissenfels, could anything short of the fulfil- 
ment of his beloved dream have enabled him to bear the 
fatigue of the race 1 All dreamera look for fulfilment, at 
some time or other : and we may be sure that he expected 
his. When he sat on Ariosti's knee, did nothing but 
the technique of the Harpsichord occupy the thoughtB 
of the two kindred spirits) Was there no dreaming 
among the ' Arcadians ' — inveterate dreamers, every one of 
them t Why, Handel was the most incorrigible dreamer, 
the most irrepressible romancist, that ever lived : andereiy 
note he wrote proves it. But, beneath his dreams, then 
was a fund of practical good sense, without which be 
would never have completed the work which has immor- 
talised him. We read, in certain old-world stories, of 
dreams which work their own fulfilment. His dreams 
were of that order. He never neglected the means. 
Because kind Nature had endowed him with genius, he 
did not throw himself with the less ardour into the stmlj 
of Counterpoint. He learned all that Art could teach 
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him : and, armed with such an amonnfc of technical know- 
ledge as few other Musicians have acquired, he found no 
difficulty in expressing his inmost thoughts in intelligible 
language. Fugue, and Canon, had been brought to a high 
degree of perfection, ages before he was bom. He mastered 
the most complicated intricacies of their Gordian involu- 
tions. The Opera, and the Oratorio, were invented when 
old Valentine Haendel, his grandfather, was a youth of 
eighteen. He studied them, until their construction was 
as familiar to him as the alphabet. He studied the 
capabilities of the human voice, until his command over 
it, not only with regard to its mechanical possibilities, but 
with still more subtle reference to its power of expressing the 
minutest shades of passion and feeling, became practically 
unlimited. Having once acquired this magic sovereignty 
over the resources at his command, he for ever after used 
the material organs of his performers as so many media 
of communication between himself and his auditors. The 
voices in his Chorus, and the instruments in his Orchestra, 
interpreted, to the outer world, the dreams of his inmost 
souL Through Senesino's sweet tones, he tells us how he 
himself believed that even Julius Csesar had some sort of 
a heart, underneath the hard crust of relentless ambition 
which alone presents itself to the world in the immortal 
' Commentaries.' Through Boschi's mighty Bass, he ex 
plained that even a Paynim Sorcerer need not necessarily 
be an irredeemably bad man. Through Beard's delicious 
Tenor, he expressed the utmost depths of tenderness, on 
the one side, and the grandest fervour of patriotic heroism 
on the other. Always making the voice enunciate the 
feeling, and painting the circumstances under which it 
was expressed by means of the Accompaniment. This 
distinction is very important, because some very great 
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Masters — BeethoYen, and Weber, among others — hax^ 
sometimes adopted the opposite course, giving the accom- 
paniment a share in the emotional exposition of their 
ideas, and even suffering it to take the lead in that 
direction. Handel very seldom did this. Even in his 
most elaborately-accompanied Airs, the instruments em- 
ployed are rarely, if ever, used as exponents of human 
passion. As a general rule, the office he assigns to them 
is that of filling in the background of the picture, while 
the voice claims a position analogous to that accorded, 
in Painting, to the principal figure in a well-ordered 
design. And, into such high relief is that principal 
figure thrown, that, in many impassioned passages, the 
instrumental background takes no greater share in the 
development of the leading idea, than does the dark 
curtain so artfully used to enhance the effect of a grand 
Venetian portrait Yet, the peculiar vein of Handel's 
instrumental ideas reacted, in a very remarkable manner, 
upon the Accompaniments to some of his most striking 
Airs, and Choruses. The treatment of his Orchestral 
Concertos, as compared with much of his Vocal Music, 
exemplifies this very clearly. In the former, the Instru- 
mentation, as we have before explained, is persistently 
antiphonal. The Stringed and Wind Instruments, artfully 
grouped together in the Concertino and Concerto Gro^so, 
relieve each other, in masses, like two alternate Choirs 
The same carefully-balanced contrast may be observed in 
some of the Overtures ; notably, in those to Sauly and 
Acis and Galatea. And an exactly analogous form is 
employed in many richly-accompanied vocal pieces; a% 
for instance, in TIis Lord is a tnan of war, and Or la 
iromba, and a hundred other cases known to everyone. In 
none of these instances is the interest of the vocal part 
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made subservient to that of the accompanying instruments ; 
not even in Let the bright So-aphim, or, Tlie Tmrnpet sluiU 
sound. But it enhances it, very materially. And surely 
this is the true aim and end of all Instrumentation : the 
end, at least, i^hich all our greatest masters of the Art 
have done their best to reach. And the method we speak 
of — that of dividing the Orchestra into separate groups, 
distinguished from each other by marked dissimilarity of 
tone, like the contrasted Claviers of an Organ, and using 
these groups in antiphonal alternations — tliis method, we 
say, embodies the very essence of all our best modem 
Orchestration. It was used, with marked effect, by 
Haydn ; more successfully still by Mozart j more so still, 
if possible, by Beethoven — witness the Fifth Symphony \ 
and by every one of their most renowned successors. 
And our best living Composers are daily carrying out the 
principle ; subdividing the Orchestra into more numerous 
and completely-organised groups than ever, with ever 
increasing success. From the time of Handel, to to-day, 
the truth of the principle from which he produced such 
great results has never been disputed. 

Bach's method was diametrically opposed to this. He 
cared less to use his instruments for purposes of contrast, 
than for those of enrichment When he used Flutes and 
Hautboys, he delighted in giving them real parts, in 
common with those allotted to the voice and the Violins. 
The employment of this device tended to produce great 
fulness of harmony, but very little of what we are 
accustomed to call effect It would have been altogether 
out of place in Dramatic Music ; and we may be quite 
sure that Bach would never have introduced it into an Opera. 
It certainly detracts very much indeed from the interest 
of the vocal part For, in good Counterpoint — and surely 
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we nocd not waste our time in reminding our readers of 
the excellence of Bach's — the interest of all the parts is 
exactly equal ; the voice, therefore, is here placed precise! j 
on a level with the instruments hy which it is accom- 
panied. It is true, the resulting e£fect is exquisitely 
beautiful; but, apart from its undramatic character, it 
taxes the attention of the hearer too severely to allow of 
its frequent employment, and this is probably one of the 
reasons why it has fallen entirely into disuse. 

The nature of Handel's Counterpoint is also very dif- 
ferent from that of Bach's, and bears indeed a much cloast 
relation to that of the older Polyphonic Schools, from 
which it differs very little in its esthetic character, though, 
of course, the modem use of chromatic progressions and 
unprepared discords, place an impassable gulf between 
the two. Bach's Fugal Subjects are remarkable for 
a ductility which transcends all comprehension. They 
go where he wills them to go. They twine around each 
other, in augmentation and diminution; twist upside- 
down into Stretto after Stretto, as if there were no end 
to their capabilities — which, in his hands^ there is not : 
and never lose their interest in the longest movements. 
Their motion is suppleness personified : their conduct, the 
embodiment of Art. Handel's Subjects are altogeth^ 
different, both in conception and treatment Though 
their subjection to the recognised laws of Art is so great, 
that they avoid many collisions which Bach treated as 
lawful — and therefore, by his authority, made lawful — 
the last thing one thinks about is their artistic perfection. 
They savour, not of the Studio, but of Nature. They seem 
to have come of themselves ; and, having come, to cox»- 
duct themselves after their own fancy. While Bach's 
amazing Fugues remind us of the glorious masterpieces of 
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Cellini or Quentin Matsys, the perfection of chiselled 
foliage or twisted scroll-work, Handel's point lovingly to 
the growing tendrils from which Cellini and Quentin 
Matsys drew^heir inspirations. They intertwine — like 
ivy on the tomb of Sophocles — ^not because he bends 
them, but because they are alive and budding, replete 
with growing vigour, redolent of all the graces inseparable 
from things pervaded by the great principle of inward 
life. It is only when we bring the microscope to bear upon 
them^ that we find out that they really are Works of Art 
after all, governed by laws whose strictness, were it visible, 
would seem to verge almost upon pedantry. That it is 
not visible is no proof of its non-observance. Like the 
great forces of Nature, it works in the dark, making 
its presence known only by its effects. So artfully is it 
concealed, that some, unconscious of its existence, have 
imagined Handel to be a less learned Contrapuntist than 
Bach. This is a very great mistake. The one showed 
how much he knew, the other did not: that is aU. 
Where Bach has enriched his vast conceptions with the 
most exquisite adornments his learned invention could 
produce, Handel has simply * babbled o' green fields,' 
bowing down before the shrine of Nature, not from want 
of due initiation into the mysteries of Art, but from pure 
love of its beauty. So delicate was his sense of euphony, 
that he would go whole leagues out of his way to avoid 
the Second Inversion of the Dominant Seventh, which, 
treated as a chord of simple percussion, he utterly abhorred, 
though Bach sometimes used it with marked effect.^ In 
this he followed the tradition of the Polyphonic Masters 
of the sixteenth century. And the number of other points 

^ As in the Choral which terminates the First Part of the 
Weihnachts Oratorium. 
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in which he assimilated his style to theirs is so greats that» 
in the matter of Counterpoint, he may be said to occupy 
a position midway between those held by Bach and 
Palostrina; tempering the freedom of the later School 
with the purity of the earlier one, and thus taking ad- 
vantage of the most precious characteristics of both. 

But, great Contrapuntists are not always Composers of 
the highest order ; though it would not be difficult to dis- 
prove the converse of the proposition. Counterpoint is, to 
Music, what scholarship is to Literature. Valuable, nay, 
indispensable as it is, as a branch of artistic education, it 
will no more make a great Tone-Poet than purity of diction 
will make a great dramatist. The secret of Handel's true 
greatness is revealed in the dignity of his conceptions, the 
colossal scale of his grand choral structures, the unfailing 
accuracy of his delineations of character, of feeling, of 
passion, of expression of every kind ; high qualities which 
constitute the inmost soul of Music : not in the excellence 
of his Part-writing, which represents no more than its 
material body. It is because these higher qualities pervade 
the graceful form, the massive structure, the faultless pro- 
portions of every member of the corporeal design, that the 
resulting work is made to live. It is because they are 
associated with so bright an array of technical perfection, 
that it lives as a Work of Art. The laws of Coimterpoint 
are the dry bones into which Genius breathes a living 
spirit. If the dry bones be imperfectly articulated, the 
spirit will be condemned to dwell for ever in a deformed 
body. If the spirit be wanting, let the body be never so 
well proportioned, it will be but a wretched automatoo, 
which the performer will need to wind up with a spring. 
And it is precisely because Handel infused the spirit of 
his genius into works so perfectly constructed; because 
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bis learning was so great, and his feeling so intense; 
because he dreamed such glorious dreams, and knew so 
well how to translate them into the purest language of 
Art ; that his Music, after the lapse of a century and a 
half, strikes us as less ' old-fashioned ' than many a com- 
position written no more than twenty years ago. 

The celerity with which Handel produced some of his 
greatest works — ^sufficiently proved by the dates recorded 
in his own handwriting — ^has led to the inference that he 
wrote, as Schubert almost invariably did, under the 
immediate influence of inspiration. No doubt he did 
so, very frequently; and it is difficult to examine his 
MSS. carefully, without arriving at the conclusion that 
the pieces in which frequent corrections are observed 
were generally, if not always, so composed. But we do 
not believe this to have been his invariable, or even his 
ordinary habit. On the contrary, there is much to lead 
to the supposition that he sometimes wrote, like Mozart, 
after long-continued thought; perfecting the Composi- 
tion in his mind before he committed it to paper. On 
this presumption alone can we account for the long 
periods of apparent inactivity so frequently interposed 
between his moments of rapid and successful produc- 
tion. Such a mind as his could not have remained so 
long unemployed. When he was not writing, he was 
mentally preparing that which he intended to write. The 
Score of Deidamia was completed on the 20th of Novem- 
ber, 1740 ; that of the Messiah was begun on the 22nd of 
August, 1741. Is it not easier to believe that the Com- 
poser was occupied, during the nine intervening months 
of apparent idleness, in thinking over his next great woik, 
than that he was doing nothing % Many important pieces 
in the Messiah show no sign of afterthought. Fcr wnto 



416 DATED MANUSCRIPTS. [cnxp.xtm. 

vs a Child is horn scarcely contains a correction of any 
kind. Surely, when Handel began to write this, he 
knew every note of it by heart, as Mozart would have 
done under similar circumstances. The well-known dates 
do not militate against this view in the least, since they 
clearly refer to the transcription of the idea ; not to the 
moment of its conception. It is by no means an un- 
common thing to find Composers dating their pieces at the 
beginning as well as at the end. Schubert, between whose 
genius and that of Handel some striking analogies may be 
very distinctly traced, was exceedingly methodical in his 
inscriptions. When he sat down to write, he headed his 
sheet of music-paper with the title of the piece, recording 
the date in the right-hand comer and accompanying this 
with his signature, 'Frz. Schubert,' and a neat little 
parafe, embodying the letters Mpia — an abbreviated form 
of Manu propria. In early life he frequently supplied the 
date of completion also, either at the end of each particular 
movement, or the conclusion of the whole, even when, the 
Composition was begun and finished on the same d&y. 
In his later works, these annotations became less precise. 
Handel, on the contrary, grew more methodical as he grew 
older. The dates of many of his youthful Compositions 
are lost ; but we soon find him heading the first page of 
his Operas with the title of the work, and recording the 
date of completion accompanied by his signature, or 
initials, at the end of the last Act. On the last page of 
TamerlanOy composed in 1724, he wrote Commincia li 3 di 
Luglio efiniia li 23 — 'begun on the 3rd July and finished 
on the 23rd ; ' but this was an exceptional case. With 
Partenqpe, written in 1730, he began the custom of dating 
each Act separately. The word angefangen (ie. began) 
first appears in Ariodante^ composed in 1734; after which 
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year it occurs constantly. In Anmnio, "vrritten in 1736, 
ve first find the date of completion followed by a later 
one, in which the final revision of the Score is indicated 
by the words, vollendet alias miagefiillet ('completely filled 
up;') and this, or some analogous form of expression — 
such as vdllig, or volUg geeiifJigety ('completely finished'), 
etc. — is very rarely omitted in important works of later 
date. Finally, in 1739, he began the custom of indicating 
the days of the week by means of the astrological signs, as 
first observed in the Ode for St. Cecilia*s Day. 

Now, tliese varying forms of annotation, each of which 
has its own little tale to tell, are not without great interest 
to the critic. The word atisgefullet is especially suggestive, 
and leads to the almost irresistible inference that an idea, 
fully matured in the Composer's mind, was first roughly 
sketched out upon the paper — ^probably with the voice- 
parts and continuo alone written down in full — and that 
the outline thus secured was afterwards filled in at leisure. 
And it is worthy of remark, that this suggestive word first 
makes its appearance at a period of Handel's Art-life 
characterised by conceptions which could scarcely have 
been perfectly developed without much careful considera- 
tion. This mental process once completed, the operation 
of mapping out the general features of the design might 
easily have been a rapid one ; and, when the rough outline 
of a whole Act was thus distinctly laid down, a few days 
sufficed for the insertion of its more minute details. 
Schubert is known to have written down bis Symphony 
in E Major in this way ; sketching out the entire work, 
bar by bar, from beginning to end; but, except in the 
first few pages, indicating the more prominent features of 
the Score only, in his eagerness to commit his thoughts 
to writing, and leaving the 'filling up' to a more con- 
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venient season, which, in this case, unhappily never 
anived. It is impossible to doubt, that, when he signed 
and dated the first page of this outlined Score, he knev 
the whole Symphony by heart : and we have every reason 
to believe that Handel did the same, in Tlie Messiak, and 
other works in which the word ausgcfuUet occurs. 

There remains yet another point of view from whidi 
it is necessary that we should contemplate the peculiar 
nature of Handel's genius : a point of view which, not- 
withstanding the silence of all his earlier biographers, no 
modem critic can possibly ignore. We have all read, over 
and over again, how the dying Beethoven, pointing to the 
copy of Arnold's edition presented to him by Mr. Stumpff, 
exclaimed, 'Dae ist das Wahre ' — ' that is the true thing; ' 
how Mozart said, ' Handel understands effect better than 
any of us — ^when he chooses, he strikes like a thunder- 
bolt ' : how Haydn declared his belief that ' Only one 
inspired author ever did, or ever would, pen so sublime a 
Composition as ' I7ie nations trembleJ Enquirers who 
have heard these opinions quoted a hundred times will 
naturally seek for some means of reconciling them 
with such expressions as, 'Handel came hither when 
there was a great dearth of good Musick, and here 
he remained, establishing a reputation wholly consti- 
tuted upon the spoils of the Continent : ' ^ ' Handel has 
filched from all manner of Authors whence he could 
filch anything like a Thought worth embodying ; ' * 
' Handel picked up a pebble and changed it to a diamond 
— one can only regret that he had not the candour to own 
from whom he borrowed the pebble :'3 ' Handel did not 

1 Salomon, quoted by S. Weslej, in ' Letters of Samuel Wesley 
to Mr. Jacob.' (London, 1875), p. 9. ' lb, 

* Y. Kovello, in Preface to 'PureoZTs iSfaened Mvmxc* 
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Ikotow pebbles, but poHsbed diamonds : ' ^ ^ Handel, for so 
great a master, has as little just claim to the merit of 
original genius as the most servile of his imitators.'^ 
Students, we say, who care anything at all for the prin- 
ciples upon which true Art is founded, will never rest 
satisfied imtil they can solve the question raised by these 
^conflicting opiniona. By what mysterious qualities did an 
inveterate plagiarise, with no 'just claim to original genius,' 
«nicceed in attracting the admiration of such men as Haydn, 
and Mozart, and Beethoven 1 All genius is of necessity 
oniginaL An imitator may possess any amount of talent^ 
of aptitude, of constructive power ; but, certainly, not of 
genius. And these three men were not likely to mistake 
the one gift for the other. How came they to be 
deceived? In the present state of our knowledge this 
question cannot be answered. 

Wejbelieve we are right in saying that Dr. Crotch was 
the first critic who accused Handel of deliberate plagiarism. 
At any rate, he was one of the first : and, since his day, 
his example has been so extensively imitated, that there 
is scarcely an Oratorio in which long passages are not now 
jpointed out as ' borrowed ' from some Composer of the 
seventeenth or eighteenth century, whose very name, but 
for the 'plagiarism/ would have remained unknown. 
The ' borrowed ' passages are not all of one kind. Some 
are, clearly, no more than the simplest accidental co- 
incidences. Some are the Subjects of Fugues, or the 
Themes of Airs, or of Choruses ; some, on the other hand, 
are whole Movements, appropriated, it is said, from other 
works, with scarcely the alteration of a single note ; such 
418 Choruses adapted from the disputed Magnificat and 

^ Sir George Smart, in Preface to ' Dettingen Te Deum* 
^ S. Wesley, 'Letters to Mr, Jacob,* p. 10. 

2 B 2 
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the Urio Tc Deum ; and, notably, a Canzona, attributed 
to Johaun Korl, and reproduced, note for note, in ^Egyjpi 
was glad,* Did Handel really commit these flagrant 
robberies? If so, the character of his artistic power 
differs from that of any other known composer, antient 
or modem. The perfect amalgamation of original and 
borrowed ideas in his most stupendous Oratorio, is 
nothing short of miraculous. Twenty-five original and 
fourteen * borrowed' movements are so artfully pieced 
together, that, until the ' plagiarisms ' were discovered, no 
sign of weakness or inconsequence was ever suspected 
in any part of the work. It is true that discrepancies are 
noticed iww ; but, until the discovery of the Mctgnijieat, 
they eluded the observation of the most fastidious critics. 
When Mendelssohn edited lerad for the English Handel 
Society, he certainly noticed no di£ference of style ; and 
he was not easily deceived in such matters. In trutli, the 
whole mass of internal evidence is opposed to the theory 
of plagiarism ; and the amount of external evidence brought 
forward in support of it is so vague, and needs so much 
corroboration, that our safest plan is to abstain from form- 
ing any hypothesis at all in relation to it, until more satis- 
factory testimony can be obtained on one side or the 
other.i Should the 'plagiarisms' ever be clearly proved, 
Handel will stand forth, not only as the greatest con- 
structor of Music that ever lived, but also as so skilful an 
adapter of other men's ideas to purposes of his own, that, 
in his hands 'filched' thoughts were as great as original 
ones, and ' pebbles ' as brilliant as ' diamonds.' It will 
be time enough to account for these phenomena when 
the facts are established ; but, for the present, we shiU 

^ See Chapters zxyii. and zxzi. 
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do well to be thankful for the treasiiies he has left us, 
and, judging these by their intrinsic merit, to believe that 
Beethoven may perhaps have made no very grave mistake 
vhen he called them thb tbue thing. 



CHAPTER XLIV. 

DE REUQimS. 

Of authentic portraits of Handel we possess a rich and 
varied store; though, as might naturally have been 
expected, some are very poor ones. 

One of the most interesting is the Yauxhall Statue,, 
now in the possession of Mr. Henry Littleton, and fully 
described in Chapter xzv. Besides this^ Eouhiliac executed 
three busts. One of these, presented by Christopher Smith 
the younger to King George IIL, now adorns the galleiy 
of Her Majesty's private apartments at Windsor CastleL 
The second was presented by Mr. Pollock to the Foundling 
Hospital. The third is in the Collection of Mr. Alfred 
Morrison. It was probably from this that W. Bull took 
thirty casts, which he offered for sale, by subscription, at 
one guinea each, at the White Horse, on Ludgate Hill, 
in 1758 ; but we are unable to ascertain whether any of 
these casts are still in existence. 

The Monument in Westminster Abbey,^ pronounced by 
Hawkins to be the most faithful portrait that was ever 
taken, has already been described in Chapter xu 

A portrait, by Denner, inherited from Christopher 
Smith by Lady Bivers, and by her presented to the 
Sacred Harmonic Society, is executed in the Master's 
usual microscopic style, and may be trusted for f umishiD^ 
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an exact transcript of the features at the time it ttbs 
taken, though, it is to be feared, accompanied by rerj 
little of their true expression. It was engraved, by 
E. Harding, in 1799, for the Rev. W. Coxe's Anecdotes 
of 6r. F. Handel, and J. C. Smith, 

Hudson painted many portraits. Two of these, half- 
lengths, and one a repliea of the other, are in the possession 
of the Royal Society of Musicians. One of them was 
engraved by W. Bromley for Dr. Arnold's edition of 
Handel's works. Another is said, by Forstemann, to be 
still (1844) in existence, at Halle, in the Collection of 
Mademoiselle Collas du Bignon, and Frau Professor Senff, 
two granddaughters of Handel's niece, Johanna Friderica 
Floerchen, who also inherited from their grandmother 
several rings, watches, and other memorials, formerly 
belonging to their great-great-unde. A third, in full 
length, was painted at the request of Mr. Charles Jennens, 
in 1756, and is still preserved at GopsalL A repliea of 
this, with some slight differences, is in Her Majesty's 
Collection, at Buckingham Palace. Another repliea, in 
half-length only, belonging to Mr. Lonsdale, was formerly 
in the possession of Dr. Arnold, and was engraved, in 
mezzotint, for his edition of Handel's works. 

A portrait, painted by O. A. Wolffgang, was formerly in 
the possession of the late Mr. Snoxell, of Charterhouse 
Square, and, with an engraved copy, by J. 6. Wolfgang, 
of Berlin, was sold by Messrs. Puttick and Simpson, when 
Mr. Snoxell's Collection was dispersed in 1879. A 
^miniature portrait' was also 'knocked down,' at the 
same sale, for £2 5s. A charming little portrait, by 
Grafoni, was presented, by the Rev. £. Ward, to the 
Fitzwilliam Museum at Cambridge. Two portraits were 
painted by Sir James ThomhilL One is in the Fitzwilliam 
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Museum ; the other, an extremely interesting picture, 
representing Handel sitting at the organ, and said to 
have been painted in 1720, for the Duke of Chandos, 
was in the possession of the late Mr. Ellerton. A veij 
fine portrait, though of small size, was painted in 1742, 
by F. Kyte, and is now in the Collection of Mr. Julian 
Marshall. In some respects this is the most valuable 
portrait of alL Hawkins seems to have thought so ; but 
says * the features are too prominent.' It was finely en- 
graved by Houbraken, for Wright and Randall's edition 
of Handel's works ; and reproduced for Sir John Hawkins' 
History, It has also been lately engraved by F. C. Lewis, 
pother small, but very interesting portrait, is in the pos- 
session of Mr. Barrett Lennard, of Hampstead.^ 

Besides the engravings already mentioned, J. Faber 
executed a very fine one, in mezzotint, of the picture 
belonging to the Boyal Society of Musicians, in 1748, and 
another in 1749. The first is now very rare. Bartolozzi 
engraved theVauxhall Statue, for Dr. Arnold's edition; 
and Chambers copied the bust for Mainwariug's ^Metnoirg,^ 
Delattre engraved the Monument in Westminster Abbey 
for Barney's Account of tfis Cominemoratioru Heath 
engraved an 'Apotheosis of Handel,' for Dr. Arnold's 
edition, taking the bust from his half-length replica of 
the Gopsall portrait. The Gopsall portrait wan also 
engraved by Thompson and others. A medallion portrait, 

^ Since the completion of this chapter, Mr. Littleton, the 
present proprietor of the VanzhaU Statue, has added to his 
CoUeotion the above-mentioned portrait, by Denner; together 
with a portrait of Joah Bates, and his wife, by Cotes ; and a very 
fine portrait of Dr. Ame, by Zofbuiy. All these pictures were 
formerly the property of the late Sacred Harmonic Society, 
on behalf of which they were sold, by Messrs. Christie and 
Manson, March 3, 1883. 
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without the wig, taken from one of Boubiliac's busts, was 
given in the handbooks for the Commemoration of 1784 ; 
and two other engravings are in exifitence, said to be from 
originals by Hogarth. It would be impossible to enume- 
rate the engravings of minor interest. Mr. Schoelcher col- 
lected fif t3''-three ; and probably his repertoire represented 
but a very small fraction of those produced even during 
the last century. 

We have spoken of the Will, the Inventory of Furniture, 
and the Portrait, belonging to the late Mr. Snoxell. When 
that gentleman's Collection was sold, by Messrs. Puttick 
and Simpson, in 1879, HandeFs watch, with a receipt for 
repairs by the maker, dated 1745, was bought in by the 
executors; and the Anvil and Hammer were sold, as 
already stated, to Mr. Maskelyne. 

The Organ on which Handel played, at Gopsall, is now 
in the Parish Church at Packington. 

A Pitch-pipe which he constantly carried about with 
him, was lately in the possession of the Sacred Harmonic 
Society, on the dissolution of which it was sold to one of 
the members of the Committee, George Mence Smith, Esq. 
A silver plate attached to it bears this inscription, ' This 
Pipe originally belonged to G. F. Handel, and was by 
him given to Dr. Bumey, whose Son presented it to 
Mr. Sansom (his Cousin), by whom it was given, in 1842, 
to Mr. Harker, who presented it to the Sacred Harmonic 
Society. Exeter Hall, London, 28 March, 1842/ We 
have not had an opportunity of testing the exact pitch of 
this pipe; but a friend, on whose accuracy we can 
depend, compared it, in 1880, with the Organ at Gloucester 
Cathedral, the pitch of which is just too low for the wind 
instruments to tune to, and found it ' a mere shade below 
that.' 



426 HANDEI/S ]CAinX8GfiIFT& [chap.xxit. 

His Tuning-fork is now the property of the Ber. G. 
T. Driffield, Sector of Bow, and is enclosed in a box, in- 
scribed, ' This Pitchfork was the property of the Immoztal 
Handely and left by him at the Foundling Hospital when 
the Messiah was performed in 1751. Ancient Concert 
whole tone higher; Abbey half tone higher; Temple and 
S. Paul's Organs exactly with this pitch. Piesented to- 
Bfi Clarke, by I. Brownlow, the D. Sec : 1835. Invented 
by M. Shore, Serj. Trumpeter, time of H. PoreelL' The 
exact pitch of this Tuning-fork is, a 422'5 ; that is to say, 
4*16 (nearly) flatter than the pitch proposed, some yeais 
ago, as a standard, by Dr. Hullah, and adopted in his 
classes.^ 

The interest attached to these memorials is very great ; 
and, in some cases — such as those of the Tuning-foik, 
and Pitch-pipe— of great practical value. But the most 
precious reliques we possess are the MSS. 

Some years before lus death, Handel promised his 
music-books to the younger Smith: but, changing his 
mind, after a time, he proposed to ensure their pre- 
servation by bequeathing them to the University of 
Oxford, offering to leave his young friend £3000^ 
by way of compensation. But, as Smith could not 
be persuaded to assent to this arrangement, Handel, 
always a man of his word, made no change in his Will 
The King of Prussia afterwards offered Smith J&2000 for 
the treasures for which he had already refused the larger 
sum. But the fortunate legatee was ready to give what 

1 This pitch, generaUy known as, c 612, gives, for 'just' a 
426*6 (nearly). Handel's ' jost' o would be exactly 507; ooiiu 
ciding with the standard o now adopted by the Tonio-Sol-Fs 
Association, bnt flatter, by five vibrations, than that proposed to 
the Society of Arts, by Dr. Hnllah, in 1859. 
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he wonld not seUL He was in receipt of a pension of 
J&200 a year from the Prtnoess Dowager of Wales, the 
mother of King George ILL ; and, at her death, the King 
coQtinned this, with such gracious expressions of good- 
will, that, soon afterwards. Smith b^ged permission to 
present to His Majesty the entire collection of MSS., the 
bnst by Boabiliac, and Handel's Harpsichord.^ The MSS. 
are now at Backingham Palace. The bust is at Windsor. 
The Harpsichord cannot be found in any of the Eoyal 
Collections. Did it ever really pass into His Majesty's 
possession? There is no proof of its haying been seen 
either at Windsor or St. James's ; and ' no record of its 
reception at either of the Boyal residences; though we 
are told it was offered to the King. Can it have been 
left behind when the bust was sent to Windsor? We 
have never heard this theory put forward; but there 
is strong circumstantial evidence in favour of it. A 
Harpsichord, bearing all the necessary marks of identifi- 
cation, save one, was inherited from Smith, by his daughter- 
in-law, the Dowager Lady Rivers, together with a large col- 
lection of MSS. After Lady Bivers* death, this instrument 
was sold to a certain Mr. Wickham, who parted with it to 
the Bev. Mr. Hawtry, Ftebendary of Winchester. After 
Mr. Hawtry's death it was bought by Dr. Chard, the 
Organist of Winchester Cathedral After Dr. Chard's 
death it was bought by Mr. Hooper, of Winchester, who 
sold it to Messrs. Broadwood and Sons, by whom it was 
lodged in its present resting-place, the South Kensington 
Museum. Of the pedigree of this beautiful instrument 
Messrs. Broadwood and Sons possess full documentary 
proof. It certainly belonged to Christopher Smith ; and 
every stage of its history, subsequent to his decease, can 

^ Ooze, p. 65. 
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be distinctly traced. There remains only the question of 
its identity with the ' large Harpsichord/ bequeathed to 
him in Handel's Will^ Hawkins says that ' Handel had 
a fine Eucker Harpsichord, the keys whereof, by incessant 
practice, were hollowed like the bowl of a spoon.' ^ Xow, 
the instrument preserved at the Kensington Museum is a 
very fine Double-Harpsichord — that is to say, one with 
two rows of keys — ^inscribed in front, Andreas BueJxrs 
me fecit Antverpice, 1651 ; on the under surface of the lid, 
tSic transit gloria mundi ; on the under side of the front 
part of the lid,- Mttsica Donum Del, On the sound- 
board is painted the Concert of Monkeys, described in 
Chapter xxxix. The rose, or trademark, inserted in tiie 
sound-hole, bears an Angel playing on a Harp, with ihe 
initials, A. R But the keys are not ' hoUowed like the 
bowl of a spoon.' Mr. 8choelcher thinks this a proof that 
the instrument was not that used by Handel ; for, he says, 
* it is not credible that any man ever existed who was 
barbarous enough to repair the traces of such sublime wear 
and tear.' The sentiment of this objection is admirable ; 
but Mr. Hipkins, the greatest living authority on the sub- 
ject, and the most experienced, disposes of it, once and for 
ever, by positively asserting that ' the keyboards are not 
original.' There is, therefore, nothing that can be urged 
against the identity of the instrument beyond the current 
report that Smith presented Handel's Harpsichord to King 
Greorge III., as opposed to the certainty that he retained 
possession of this one until the day of his death. 

But, we must not suffer the consideration of the Harpsi- 
chord to divert our attention from the MSS., contained in 
eighty-seven folio volumes, all uniformly bound, and most 

^ See Chapter zli. ' Vol. v., lib. iv., cap. z. 
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carefully preserved, in the Koyal Library, together with 
a goodly nnmher of Smith's transcriptions, and a large 
collection of early printed editions. 

Next in importance to this unique collection is that in 
the FitzwiUiam Museum at Cambridge, which chiefly 
consists of isolated fragments, though the separate items 
are of great interest and value. 

There are only a very few undoubted Autof,Ttiphs in 
the British Museum ; but these few are of the highest 
importance. 

The MSS. formerly belonging to Handel's friend, 
Mr. Bernard Granville, and preserved at Calwich, in 
Derbyshire, passed afterwards into the hands of Lady 
Llanover. 

Those once possessed by Mr. Jennens are in the Collection 
of the Earl of Aylesford, at Packington. 

There are also in existence two very valuable collections 
of Smith's transcripts, besides those at Buckingham Palace. 

One of these, formerly in Smith's own possession, was 
acquired, many years ago, by Dr. Ireland, Dean of West- 
minster, who gave the volumes to the late Mr. Brownsmith, 
from whose hands they passed into those of Mr. H. Barrett 
Lennard, of Hampstead, their present possessor. The 
collection consists of eighty-five volumes, sixty-four of 
which are uniformly bound, in tooled calf, and contained 
in the oaken bookcase originally made for their reception. 

The other collection of Smith's transcripts was sold, 
after Lady Eivers's death, to a bookseller at Bristol, 
named Kerslake, who parted with it, for a fabulously 
small sum, to Mr. Schoelcher. The Sacred Harmonic 
Society, hearing of its exposure for sale, sent do^vn an 
agent to make arrangements for its purchase, but, un- 
happily, too late : and Mr. Schoelcher lost it to England, 
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by selling it, for a sum far below its real Talae, to Uie 
Publio Library at Hamburg. 

In the works represented by these great ColIectiaDs, 
Handel lives among us stilL Through them, we may con- 
verse if we will, with his inmost souL In them, he lays 
bare to us the precious secrets of his long Art-life : the 
dreams of his childhood and hot-blooded youth ; the viaiaiis 
of his middle age ; the ripe thoughts of his declining years. 
If we would know what he was ; what he thought^ hoped, 
loved and faithfully believed; it is here that we must 
look for it Ko biographer can teU the tales these volumes 
telL Every really great man writes the history of his own 
life ; builds his own Temple of Fame ; sounds his own 
trumpet all over the world. Stephenson's life-story is 
written on a Steam-engine : John Hunter's on a Skeleton. 
Handel wrote his in his Scores — ^wrote it so well that the 
most conscientious historian, the keenest critic, can by no 
possibility improve upon or even add anything to the 
-account he has given of hucself. The task he has be- 
queathed to later commentators is that of explaining the 
mysteries of his inner life by aid of its external sunound- 
ings. Many great men have done this for themselves in 
their letters. He never condescended to explain. He 
gave the world his secrets, written on the stares of a 
sheet of music paper; and left it to read them as best it 
could. All that we have attempted in the for^;oing 
pages has been attempted in the hope of leading our 
readers to study these accounts more diligently than, they 
have ever done before ; to take a deeper interest in tiie 
great works in which they are set forth ; and' to under- 
stand those works the better, through knowing more of the 
circumstances under which they were produced. If wa 
have done anything at all towards [the realisation of Has 
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object ; if we have led our readers to care in the least 
•degree more for Handel than they did before; to take 
more interest in his grand creations ; to love him or them 
iJie more tmly ; we shall feel that our labour of many 
years has not been in vain, and that we have at least done 
something for the Greatest Composer our country has ever 
Inown. 



L'EXYOI. 

On May 26, 27, 29, and June 3, 5, 1784, the centenary 
of Handel's birth was commemorated by a series of per- 
formances in Westminster Abbey, and the Pantheon. The 
date was erroneous; but the act of homage was nobly 
supported. The Orchestra numbered 95 Violins, 26 Yiolas, 
21 Violoncellos, 15 Double-Basses, 6 Flutes, 26 Hautboys, 
26 Bassoons, 1 Double-Bassoon, 12 Trumpets, 12 Horns, 
^ Trombones, and 3 pairs of Drums, with a Choir of 
275 Voices, conducted by Mr. Joah Bates. 

On Jime 20, 22, 24, 1859, the centenary of the Com- 
poser's death was commemorated at the Crystal Palace 
on a still grander scale; the Orchestra numbering 460, 
^nd the Choir 2,700 performers, conducted by Sir Michael 
-Costa. 

It has been proposed that the bi-centenary of Handel's 
birth should be commemorated by a similar Festiyal, in 
1885; and it is earnestly to be hoped, that, on this 
occasion, at least, the works selected for performance may 
be given with the original Instrumentation, and a justly 
proportioned Orchestra 
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(2) 




This fae-eirnile of a portion of the original Score of 
the Messiah affords an interesting example of the style 
of HandeFs handwriting at the period of its transition 
from the Fourth to the Fifth English hand.^ In the 
original it forms one complete line, though here neces- 
sarily hroken into three. The signature, placed heneath 
Hudson's portrait at the beginning of the volume, is copied 
from that at the end of the Messiah^ and still exhibits, 
in the name and the sign for Saturday, slight traces of 
the indecision which, soon afterwards, entirely passed 
away. The S, D. G. (Soli Deo Glmna) of the original 
is omitted for want of room. 



^ See footnote, page 132. 
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APPENDIX A. (Seepage?.) 

Febraary 28, 1686, is the date mentioDed by Walther {Musik- 
nlitchea Lexieofif Leipzig, 1782, p. 809) ; repeated by Drey- 
hanpt (Beschreibung det ScuiUKreUes, voL ii. p. 625) ; and 
corroborated by the baptismal register of the Liebfranen- 
kircbe : and it is nndoabtedly the correct one. Hatthesoo 
(Qrundlage einer Ehren-Pforte, Hambnrg, 1740, vol. ir. p. 93), 
iirst mistook the year, which he described as 1684. Main- 
waring {Mwmoirs of the late Qeorge Frederick Eandelj London, 
1760, p. 1) copied Hattheson's error, and added another of 
his own, representing the day of the month to have beeo 
JTebmary 24. Mattheson, in his translation of Mainwaring^s 
work (G, F. EandeVs Lehensbenchreibung, Hamburg, 1761, 
p. 1), repeats both these errors. Schcelcfaer {Life of Hand^ 
London, 1857, p. 2) asserts that both are also reprodaoed 
on Handel's tomb in Westminster Abbey. This last statemeot^ 
howeyer, is as incorrect as the rest. The words on the monnment 
by Eoubiliac are, ' Bom February xxiii., vdclxxxiv.' Tliose oo 
the stone which covers the grave are, 'Bom y« 23 Febnuury, 
1684.' We now possess evidence strong enongh to set the 
question at rest forever. Both errors are satisfactorily corrected 
by tho above-mentioned register, which records the Baptism as 
having taken place at the laebf raaenkirche, on the 24th Febmazy, 
1685; and that with regard to the year is again corrected 
by memoranda in the Composer's own handwriting. As it 
was the invariable custom, in Protestant Germany, during 
the seventeenth century, to baptize all infants on the day 
following that of their birth, the date of the Baptism is coo> 
elusive ; and Handel corroborates that part of it which regards 
the year, by writing, at the end of his Soore of Solomon, oonu 
pleted in 1748, the words ^* JEtatie 63;" and, at the end of 
Sueannay completed in 1751, '* JEtatU 66." The mistake 
with regard to the year may possibly have arisen from a con- 
fusion between Old and New Styles. Under the Old Style, the 
25th of March was supposed to represent New Yearns Day ; in 
accordance with which form of computation, the entire month of 
February, 1685, would have been reckoned as part of the year 
168-i. The error in the day of the month, if not the result of 
carelessness, may have arisen from mistaking the baptismal 
register for a register of births. 
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APPENDIX B. (See page 40.) 

The date giyen by Mattheson is 1708. Bat, since Hs aooomit 
was not written until 1740, it is more than possible that his 
memory may have betrayed him into a mistake with regard to 
the year ; and we are now approaching a period, the chronology 
of which is inyolved in saoh extraordinary difficulty, through 
the strangely inconsistent statements famished by conflicting 
aathorities, that we cannot afford to trost to the unaided recol- 
lection of anyone, least of all to that of a man so long and 
so completely preoccupied with the contemplation of his own 
unrecognised merits as the author of the Ehren-Pforte. 

According to Mattheson's statement, H&ndel came to Ham- 
burg in the summer of the year 1703 j produced AJmira and 
Nero in 1705 ; wrote Florindo and Daphne in 1708 ; produced 
nothing at all in 1709 ; attained great popularity as a teacher 
of the Harpsichord, and continued to give lessons in Hamburg 
tni 1710. 

According to Mainwaring, he was bom in 1684; visited 
Weissenfels in 1691, and Berlin in 1698; settled, in 1696, at 
Hamburg, fighting the duel with Hattheson at the age of 
fourteen, and producing his first Opera immediately afterwards, 
quitted Hamburg for Italy in 1702$ remained there for six 
years ; visited Hanover in 1709 ; and made his first appearance 
in London in 1710. 

According to Hawkins, he produced his first opera at Ham- 
burg in 1698, when he was fourteen years old ; remained there 
till 1701 ; visited Hanover, on his return from Italy, before he was 
twenty years old — i.«. in 1703 ; and arrived in London in 1710. 

According to Bumey, he visited Hamburg in 1708 ; Florence 
in 1708 ; Venice, Naples, and Borne in 1709 ; Hanover, for a 
short time, on his return from Italy ; and London in 1710. 

According to F^tis, he left Hamburg for Rome after the pro- 
duction of AUnxra and Nero in 1707 ; returned thither, for the 
purpose of bringing out Florindo and Daphne, in 1708 ; returned 
to Italy in 1709, producing Bodrigo at Florence, Agrippina at 
Venice, and II Trionfo del Tempo at Bome; wrote Act, Qalatea, 
e Folifemo at Naples in 1710, and in the same year accepted 
an engagement as Kapellmeister at Hanover, visited his mother 
at Halle, passed through Holland, by way of Diisseldoif, and 
arrived, in the month of December, in London. 
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The first biographer who erer took the trouble to arrange the 
joints of this monstroas anaohronistio nightmare in anything 
like symmetrical order was M. Schodlcher, who in a foot-note 
appended to pages 14-17 of his Lije of Handel, has shown the 
absolute impossibility of many of the foregoing dates, and thrown 
much valoablo light upon a very diiBcnlt subject. 

Handel was quite certainly bom in 1685. The exact date of 
his visit to Weisseofcls cannot now be ascertained; but it is 
impossible that he can hare Tisited Berlin later than the year 

1696, bccanso his father, who died on the 11th of Febroary, 

1697, was alive when he returned to Halle. Mattheson's state- 
meats that he arrived in Hamburg in 1708, and produced his 
first opera in 1706, are corroborated by irrefragable evidence. 
(It is true that three several editions of the printed libretto of 
Almira are dated 1704; bnt this circumstance may be accounted 
for by the fact that the copies were all sold off before the work 
was produced upon the Stage ; so great was the excitement with 
which the Opera-goers of the period looked forward to the 
promised performance). Florindo and Daphne must have been 
produced, at the very latest, in 1706 ; and it is quite impossible 
that H&ndel can have left Hamburg later than the year 1706, 
for Italy ; for, among the autographs in the Royal Collection at 
Buckingham Palace there is a Dixit Dominus, signed ' 8. D, 0. \ 
G. F, Hendel \ 1707 | 4 d'AprVe \ Romoi;* a iMudafe pueri, signed 
' 5. D. a. 1 0. F. H. 1 1707 | d' 8 Jidij \ Roma ; ' and an Italian 
oratorio. La Resurrezione, dated * Roma \ ii IfApriU | 1708.' 
Lady Llanover also possessed a MS. Terzetto da camera^ beginning 
8e tu non Jasei amore, signed * 0, F, Hendel \ di 12 di Lnglio \ 
1708 I NapoliJ Finally, it is certain that Handel visited Hanover 
after he left Italy, and before he came to England ; and equally 
so, that he first arrived in London just before the close of the 
year 1710. 

APPENDIX C. (See page 45.) 

According to M. Schodlcber*s theory, Handel arrived at 
Florence in the month of July, 1706 ; remained there six months, 
during which time he produced his first Italian Opera ; proceeded 
to Venice in January, 1707, and there produced a second Italian 
Opera, during the course of a visit which lasted only three 
months ; arrived in Borne on the 4th of April, 1707 ; remained 
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tliere nntil Jaly, 1708, when he paid a yisit to Kaples, produced 
4in Italian Serenata, and returned soon afterwards — probably 
in the year 1709 — to Germany. In justice to M. Schoelcberi 
we mast admit that this chronological system agrees no less 
exactly with the few well-aathenticated dates we possess than 
Dr. Chrysander's. 



APPENDIX D. (See page 188.) 

In the year 1780, a dispute arose, between Giovanni Battista 
BuonoDoini, and the ' Academy of Antient Musick/ as to the 
authorship of a Madrigal, entitled * La vita caduca* and begin- 
ning with the words, ' In una Hepe omhrMa,* which he had given 
to the Society as his own, but which was afterwards dis- 
covered in a volume of printed pieces by Antonio Lotti. 
Buononcini asserted his claim to the music in such positive 
terms, that the Academy entered into correspondence with Lotti 
on the subject, and received from him a number of statements 
made on oath by gentlemen who knew him to have composed 
and published the Madrigal in 1705. The entire correspondence 
was afterwards printed, by the Academy, in a pamphlet, now of 
extreme rarity, entitled ' Letters from the Academy of Antient 
Mustek at London, to 8ig^ Antonio Lotti of Venice, with his 
Answers and Testimonies* (London, 1782) ; and, on the appear- 
ance of this, Buononcini suddenly left the country, to return to 
it no more. 



APPENDIX E. (Notes on pp. 211 and 391.) 

Open-air entertainments were given, in London, during the 
18th century, at three celebrated Gardens : Yauxhall, Ranelagh, 
and Marylebone. 

Yauxhall originally belonged to Sir Samuel Moreland ; who, 
says Aubrey, 'built a fine room, anno 1667, the inside all of 
looking-glass, and fountains very pleasant to behold.' In 
1780, the place was bought by Mr. Jonathan Tyers, who 
planted it with trees, and opened it to the public under the 
name of the Spring Gardens. It afterwards became famous for 
its entertainments of music, dancing, and fireworks; which 
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wen carried on, with more orlen intermption, until the gronnd 
was sold, for bmlding purposes, about the middle of the present 
oentury* 

Banelagh Gardens — originally pnmonnoed Benelagh— were 
opened to the public in a similar way, by a company, who, after 
Lord Ranelagh's death, bonght his hoase and grounds, at Chelses, 
adding to them a Botunda, of enormous dimensions, around the 
inside circumference of which the audience promenaded, while 
the band played in the centre. 

Karylebone or Harybone Gardens were opened for similu 
entertainments ; but their reputation was less brilliant, and of 
shorter duration. 

The principal Theatres were. The King's Theatre, called, also, 
The Great Theatre in the Haymarket, and The Opera House ; 
The Little Theatre in the Haymarket; The Theatre in Lincoln's 
Inn Fields ; Covent Garden Theatre — ^then pronounced ' Gouveat 
Garden,' from the Convent on the site of which it was built ; 
and Drury Lane. The Theatre in Goodman's Fields was sup- 
pressed, about the time that Covent Garden yna built : and a 
second House in Lincoln's Inn Fields, called The Duke's Theatre, 
had also ceased to be used for dramatic purposes. 
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Childhood of. 8-11 
as a Condnctor, 364 
DeaUi of, 361 
Funeral of, 304 
Genealogy of, 
Qiave of, 367 
at Hamburg, 24 
Handwriting of, ISl, 182, 

note, 406 
Haydn's Opinion of, 418 
First Illness of. 197 
Last nioesA of, 369 
at Lftbeok, 28 
MSS. of, 106, 416 
Memoirs of, 877 
Monument of, 368 
Mosart's Opinion of, 418 
Organist at Halle, 20 
„ Portraits of, 482 
„ Watch belonging to, 426 
„ Will of, 369 
H&ndel, Frau Dorothea, 6, 18, 141, 

161 
Handel, Oeorg, 4 
Bilndd, Georg Ohriatian, 10 
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Hftndel, Valentin. 4 

Handwriting, DifFerKit Forma of 

Handel's, 131, 182. nofe. 406 
Handwriting, Faosfmile (tf Handel's, 

440 
Harnumiow BUtekmiih, Tit [1730], 

117 
Harmony {m an Uproar ^ 188 
Harpsiohord, Handei's, 437. 428 

„ JMteni for im [1720, 

1783], 116,346 
Harpsiobord-playing, Handel's, 348 
hautboy Gonetrtot, The [1729-1784], 

830 
Haym, Nioola, 77, 125 
Haymarket, The Great Theatre in 

the, 69, note 
Haymarket, The LxtOe Theafcrs in 

the, 178, note 
HeidOffger, Count, 91, 160, 208, 211 
Htreules [1746], 318 
Hercules, The Choice qf [1781], 820 
He Sato the lovely Yonth, 807 
Hill, Aaron, 00 
Holy, Holy, 140 
HonoriiUt 32B 
Hots BfatOiftU, Difterant Yetsiona 

of, 254 
Hudson's Portraits of Haadel, 433 



HhiesB, Handel's First, 197 
„ „ Last»369 

Immeo [1740], 313 

Instrumentation, Handel's, 410 
„ Baoh's, 411 

Jsrod in Hffypt [1789], 218 

IteUian Cantatas, 45 
,. Duets, 55 

„ Opera, The Laws of, 02 
„ „ The Origin of, 87 
„ Oratorios, The Origin of. 61 
,, Trios, 55 

Italy, Handel's journey to, 42 



Jennens, Mr. Charles, 106, note 

Jephtha [1758], 806 

Joseph and his Brethren [1744], 278 

Joshua [1748]. 888 

Jubilate, The C^frecM [1718], 84 

Judas Maecabaus [1747], 286 

Jupiter in Argoe [1789], 211 



Slielmansegge, Baron, 65,97 
Keleer, Rehibaidt, 26, 31 
King's Theatre, The, 59, note 
Kuhnan, Johaiin, 27, 44 
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Lateia ck*io piaMtpa, 67 
lawdaU piMH in D (170S], 46 
1^ [1707], 46 
Lcnttn Perf ormanotB, 109 
LaporiB. J. 0., 20 
Littotu fw tht HarptUhordt Handel's 

[17S0-17S8], 116, 846 
Latten, Hudel't, lt6, lt7, 141, 161, 

16S. 168, 165, 166, 194, 196, 882, 

86^17(^881 
Zmtarby Hontoa VTalpole, 269 
Mr. 0. Jennant, 836 
PmIo BolU. 184 

,. Mr. Smyth, 861 
Ui iiu bright Seraphim, 868 
Levtridge, Riohvd, 5S 
Uabfrftnenklrohe at Halle, The, 8, 18 
Lincoln's Inn Vield«, The Theatre 

in, 174, tio(<. App. E 
Lord, rtmmbfr Datld, 168 
Utario [17891, 164 
Lotti. Antonio. 64, 188, App. D 
iMtio Papiric [17St], 822 
lueio Fire, Arioati'H 07271 161 
„ Handel's tl74fl, 824 
LnlU, Baptlste, 327 

M 

Maffn(fleatf The dispnted, 221 
Manoaoripta, Hanael'a Manner of 

DatinflT, 416 
Manoaoripta, Bohnberi's Manner of 

Dating, 416 
Mannaoripta, OoUeotionaof Handera, 

406«4S6,488 
March u» Rinaldo (The Royal Goards' 

March), 70 
2£arch in .Setpto (The Grenadier 

Gnarda* March), 148 
Marffarita de I'Bpine, Slgnora, 68 
Marlbnroagh, The Dacbeaa of, 191 
Marylebone Gardena, 891, App. E 
Mattel, FiUppo, 186 
Mattbeaon, Johann, 26 tt uq., 126, 

194 
Mearea, Richard (Pablisher), 138 
Medici, Gaaton de*. 41 
Meister Gdrffe, 4, 18 
Menantea, Honold, 31 
Merighi, Slgnora, 160 
Mnnah, Thi ri741], 227 
AnalyalB of, 236 
First rerfarmanoe of [1742], 

234 
XSS. eopiea of, 221-225 
Technical History of, 246- 
268 

Mlchaelsen, Dr., 66, 127, 161-163 
Middlesex, Management of Lord, 

283,883 
Xintut in Ariadnt [1734], 190 
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Monkeja, Concert of, 854, 488 
MSB., «« If annaoripts 
Monodic School, The, 4S 
Montagnana, Signor, 188 
Montererde, Cliuidio, 48, 887 
Monument, Handel'a, by BoabfUae, 



Morell, Dr. Thomaa, 286 
Moontier, Mr., 174 
Mosart'a Additional Aooomp«ni- 
ments, 116. 243, noU 
„ Oploion of Handel, 418 
MuMio S^evUa [1721], 136 
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Kataraliaatlon, Act f or Haodal'a, 144 

NeHi [1705], 40 

"Sew Style, App. A 

Kiooltni, Grlinaldi, The OaTsliere, 50 

Niti Dmninui [1707 P]. 48 

'Nobility, The Opera of the,' 183, 

189,197 
Kumitor, Porta'a [1720], 180 



OeeasUmal Oratorio. Tk« [1746], 188 
OiU/or 8. Ctcilia'M hay [1799], 211 
Old Style, App. A 
Opera Companies, The RiTal, 169 
„ German, 38 
„ Honae, The, 60, noU 
„ Italian. 37, 62 
„ Handel'a Laat, lis, 114, aote 
Oratorio, German, 106 

„ Handera Ideal of the, 107 
„ Italian, 62, 106 
„ Performaaoea of, during 
Handel'a lifetime, S76 
Perf ormancea * after the 
manner of ' an, 31S 
Orettis [1734], 882 
Orcbeatra oaed by Handel, 250 
Or/eo, Monteverde'a [1606], 387 
Organ Concerts, The [1785-1751], 204, 

335 
Orgao, The Foondling Hoapital, 299 

„ Handel'a, 369, 372, 426 
Organ-Playing, Handel'a, 841 
Orlando [1733], 180 
Ormimia [1730], 328 
Otho. The QavatU ia, 139 
OttoDoni, Cardinal, 61 
OiUme [1713], 138, 148 
OiMTf umt, 388 
Oxford, Handel'a vlait to, 190 
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PcarthaMpe[l790],l^ 

FauUn Oratorio, FirH C1704], SS 

,, ,, Second [1717], 101 

Patheeioi, w, note, dSHetmq, 
Poitor Fido, II [1712], 76 
PedAl Organs in Bnglaad, 339 
Pepnaoh, Dr., lOi, 166 
Peri, Jaoopo. 42 

Peterborongh, TheCtonnteM of, 02 
Philoflophio Qneen, The, 16 
P^, The, 66 
Pipo, II Signor, 136 
Pitch of Handel'e Orchestra, 4U- 

PItohpipe, Hiaxiders, 426 

Piva, Qregorlo (Ab. Steflani). 67 

Plagiarism, Charges of, aO, 222, 

226, 274^ 275, 418 
PoUy [1720], 148, 169 
Polyglott Performances, 176, A. note 
Pope, Alexander, 88, 102 
Poro [1731], 167 
Porpora, Niooolo, 183 
Pd, Signer Strada del^97 
Portrait, by Denner, Handel's, 422, 
424, note 
„ by Grafoni, Handel's, 423 
„ by Hoobraken, Handel's, 

424 
„ by Bndsoo, Handel's, 423 
and frontispiece 
by Kyte, Handel's, 424 
by wolffgang, Handel's, 
423 

PoweU, William, 118 
Prices at the Opera, 124 
Puroell, Henry, 67, 83 
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M The Philosophic, 16 
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Sall^, Ifdlle., 108 

Sanuan [1743], 266 

5a«Z[1739] 216 

Scarlatti, Alessandro, 64, 3S8 
., Domenico, 48, 64 

BohiaTOiietti, Signora Pilotti, 60 

Schmidt, Senr., J. C, 101 

Schnbert, 416 

Sohllts, Heinrioh, 31 

Seipio, The March in [1726], 142 

SHpione [1726], 142 

Bebastiani, Johann, 81 

See the Oimquering Hero Coma, 288 

SemeU [1744], 314 

Semiramie [1938], 322 

Senesino, 129, 166, 180. 183 

Serenata, The Donbtf ol, 226 

Serte [1738] 208 

Signs, Astrological, 132, note, 211, 
note 

SUeUventi[l7(»?],K 

SUla [1714], 88 

Siroe [1728], 166 

Solomon [1740], 28') 

Smith, J. C, Jnnr., 101 

Sonatas vith C»ntinuo [1732], 344 

Sonatas or Trios [1006, 1733, 1730], 
13,344 

Sophia Charlotte, The Electress, 15 

Sosarme [1738], 168 

Sonth Sea Babble, The, 122 

Stanley, John, 302, 376, 386 

Statue, Handel's, by Bonbiliac, 210, 
484, note 

Stefrani, The Abbate, 66, 66, 67 

Strada, Signora, 160, 183 

Stradella, Aleeaandro, 224 

Styles, The Old and New, Apn. A 

Styles, Different, of Handel's Hand- 
writing, 131, 132, noU 

Suites, First and Second Set of 
[1720-1733], 110, 346 

Susanna [1749], 288 



Jiadamisto [1720], 130 
Bamondon, Mr. Lewis, 68 
Beliqnes of Handel, 432 
Bestoration, School of the, 170 
Besurresione, La [1708], 61 
Rieeardo Pr\mo [1727], 166 
Biemschnelder, John Qottfried, 160 
J2tnaMo[l711].60erM2. 
Bobinson, lirn., 02 
Eodelinda [1726] 140 
JMrigo [1707], 47 
BoUi, Paolo, 126, 184 
Bossi, Giacomo, 00, 76 
Bonbiliac, 210, 366 
Jtoxana [1743], 323 
Bospoli, liarohese di, 60 
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Tamerlano [1724], 140 
Tanst, Dorothea, 6 
Te DeuM, The Chandos [1718-20], 106 
The Dettingen [1743], 271 
The Utrecht [1713], 84 
The Dispnted, 274 
„ Pnioell's [1604], 88 
Telemann, George Phihpp, 10 
Terpsieore [1734], 108 
Teseo [1713], 77 
Tesi, Yittorla, 48 
Theatre, Coyent Garden, 101, note 
„ Draxy Lane, 68, note 
„ Her Majesty's, 60, note 
„ The King's, 60, note 
The Qtieon^s, 60, note 
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Theatre, The Dake*f , App. E 

in Goodnukn's Iielde,App. E 
in Lioooln'i Ian Jldde, 174, 

note, App. B 
The Great, in tbe Hay- 

market. 50, Mete 
Tb» little, in the Hi^- 
market, 178,fiote 
Th€ Nationt TrtmbU, MB 
Thelle, Johann, 26, 81 
Th£odora [1760], SOS 
Time amd TVmCA, Thg Triumph of 

(1767], 63, 906, SSi, aS7 
TUui I'Bmpertur, 107, 316 
Tofta, MrK., 68 
ToUmeo [1728], 166 
7Vioi\ro d€{ Tempo, 11 [1706]. 63 

»i M ReTiTal of 

[1787l.»5 
„ „ SeoondBeTiTal 

of [1767], 367 
Toning-Fork, Handel's, 426 



Valentin! Urbani, Signer, 68 
VauxhaU Gardena, 210, 288, App. £ 
,, Sfeatoe, 210 

Venioe, a CTentre of Art, 48 
Verdi prati, l»i 
Violetta Marina^ 180 



Wq/t her, angels, 310 
Wafrenaeil, 110 
Wa4>ole, Horaee, 148, 889 

„ JMdy, 148 

„ Sir Edward, 382 
Sir Bobert, 148 
Watob, Haadel'a, 426 
Walsh, John (Pabllahflr), 71 
WaIu, yir., 174, 386 
Water Mmiek, Tbe [1715], 97 
Wedding Antkem, The tint [1734]. 303 
„ „ The Second [1796J. 

204 
WeiflseDfele, The Duke of, 11 
Will. Handel's, 368 



UniTcnity of Halle, 18, lb, note 
Urio, Tranoeaoo Antonio, 278 
mrecht Te Deum and JubiUxU [1718], 84 



Zachaa, Frtodrioh WUhelm, 12 
Zadok tU Friut [1727], 154 
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